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Abstract 
The purpose of this Ph.D. thesis on emigre art historians in Britain is not only to show how 
alien the concept of art history was to the British before 1933, but also to assess and qualify the 
subsequent practical and theoretical contribution of art historians who immigrated to Britain. 
These 93 art historians who immigrated to Great Britain after 1933 had a major impact on the 
British art world. Yet, apart from a few monographs on Sir Ernst Gombrich and Sir Nikolaus 
Pevsner, no in-depth study has ever been done on this influx of scholars who changed the -
picture of art histolY in Britain and, by extension, worldwide. 
Part one is a biographical enquiry based on both archival and historical research 
undertaken in Germany, work done in various private estates and public archives in Britain - the 
majority of which have never been utilised before - and interviews carried out both in Germany 
and Britain. It addresses fundamental issues about lewishness and the arts and gives an 
overview of the stages of Nazi persecution of art-related professions in Central Europe. It then 
categorises different groups which emerged in Britain between 1933 and 1945, depending on 
both gender issues and the intellectual background of the emigres. Eventually, it investigates the 
settlement of emigre art historians in Britain. This involves an analysis of the reasons which led 
refugee art historians to choose Great Britain as a first exile country. It focuses on help 
networks, problems of subsistence in a country where art history was under-developed, 
internment, the role played in the war effort, "Remigration" and, finally, the institutional 
acceptance of different emigre art historians by British scholars. 
The second section of my thesis is theoretical. It investigates the intellectual reaction of the 
emigres to the British formalist tradition as well as the encounter of British scholars with the 
Central Europeans' non-aesthetical input. After emigration, some iconographers tried to steer 
clear of conventional style analysis, Geistesgeschichte or any other method involving criteria 
based on nationalistic components. It has been noted that emigre art historians took extreme care 
to winnow out any ideological inflection from their work by undertaking systematic research. 
However, a case study of the adaptation of the two most prominent emigre art historians 
emphasises the diversity in this "ideological withdrawal" and demonstrates that emigration was 
a key factor in their intellectual development. Pevsner's adherence to Hegelian and nationalistic 
analysis was transformed into a broader international version so as to escape the ideological 
debate. On the other hand, Gombrich's rejection of systems is an exacerbated phenomenon of 
the detachment from Hegelian historiography. This part eventually analyses another factor which 
had a deep influence on the works of the emigres, i.e. language. Emigration was an important 
stage in the development of art history as the transfer to a new language helped clarify the art 
historical terminology of the emigres. 
The third part of this thesis sheds some light on the active role of emigre art historians in 
Britain. It includes substantial work on the influence of the emigres on the structuring of art 
historical education, a survey of the emigres' new attempts in museology and a study of the 
unprecedented input of emigre rut historians in rut collecting, rut dealing and rut publishing. 
This thesis shows the extent of the influence of emigre art historians both in intellectual 
and practical domains. In the realm of theories, the British rut theorists acknowledged a need for 
a more scientific discipline while remaining very attached to their tradition of "rut appreciation", 
and the same phenomenon applied to their attitude towards art-historical education. In the 
practical arena, the British art scene was also professionalised through this influx of scholars. 
This Ph.D. thesis concludes that the post-1933 emigration of art historians professionalised the 
British art world but that this was achieved through a popularisation of the methods and 
techniques originally imported by the emigres. 
Cambridge, May 1999 
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On ne connait pas completement une science tant qu'on n'en sait pas l'histoire 
(Auguste Comte, Cours de Philosophie Positive) 
Introduction 
On his arrival in Britain a refugee was asked by an official what his profession was. 'I am an art 
historian', he replied, to which the official remarked; 'That's a Continental disease'.l The 
purpose of this study on emigre art historians in Britain is to assess and qualify the subsequent 
theoretical, methodological and practical impact of emigre art historians in Britain. 
Historiography 
It is often acknowledged that Central European art historians having emigrated to Britain 
strongly influenced British art history. One of the earliest expressions of gratitude voiced 
towards the work of emigre art historians was found in a general magazine in 1961.2 Later, art 
historians taught by this generation of scholars often acknowledged their intellectual debt to their 
teachers. Francis Haskell alluded to this in 'The Growth of British Art History and its Debt to 
Europe', but most of his published lecture deals with the influence of eighteenth and nineteenth-
century Continental art historians on British Art History.3 In an editorial to the second issue of 
the periodical Art History, John Onians wrote; 'both the vocable 'Art HistOlY' and the method it 
represents were an importation from the German-speaking world which has been adopted with 
surprisingly little modification by English speakers'.4 
Yet, in spite of this acknowledged debt, very few studies have tried to qualify, let alone 
analyse their cross-cultural impact. This is partly due to the fact that the historiography of art 
history is most developed in German-speaking countries where Schlosser's Die Kunstliteratur5 
inaugurated an interest in the history of art history. Recently, it has been pursued by Heinrich 
Dilly who edited several works on the development of the discipline. 6 In France and Italy, it is 
approached through the history of art criticism. At the same time as Schlosser, an Italian, 
Lionello Venturi, wrote a History of Art Criticism,7 which promoted the subject in Italy and 
France. In France, studies on art criticism are still emerging as they are often perceived as being 
1 -Helen Rosenau, 'The Approach to Art in Adult Education', Adult Education, vol. XIV, (Sept. 1941): 35. 
2 -'John Gower's Diary : Brains for Britain' , Time & Tide (9 Nov. 1961): 1874. 
3 - 'The Growth of British Art History and its Debt to Europe', Proceedings of the British Academy, (1988): 
203-24. 
4 -John Onians, 'Art History, Kunstgeschichte and Historia',Art History vol. 1, n02, (June 1978): 131 
5 -Die KUl1stliteratur, ein Handbuch zur Quellenkunde der neueren Kunstgeschichte, (Vienna, 1924). 
6 -Kunstgeschichte als Institution, Studien zur Geschichte einer Disziplin, (Frankfurt: 1979), Deutsche 
Kunsthistoriker J 933-J 945, (Munich : Deutscher Kunstverlag, 1988), Altmeister Moderner Kunstgeschichte, 
(Berlin : Reimer, 1990). 
7 -Storia della Critica del'arte, (Rome: Rieti Bibliotheca, 1928). 
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part of the field of Literary Theory.8 In Britain, there is a fairly new interest in examining the 
foundations of art history, for instance in the remarkable studies of Michael Podro 9 and of his 
former student Mat'gat'et Iversen. lO Nonetheless, the available material covering the theory of art 
remains minimal and aesthetics rather than art theory still predominates when it comes to 
analysing the work of art historians. I I 
Surprisingly enough, when this Ph.D. thesis was in its initial stages, Barbara Hately-
Broad, from Oxford Brookes University, started an M.A. dissertation on 'The Immigration and 
Employment of German-speaking Art historians in Britain, 1939-1945'.12 With its careful 
analysis of exile and patterns of employment, it is the closest study to this thesis ever 
undeltaken. Had it not solely been based on the archival source of the Society for the Protection 
of Science and Learning (SPSL), 13 it could have been considered a good introduction to the 
present dissertation. It should be noted, however, that Hately-Broad's list of emigre art 
historians, by respecting the administrative list of the SPSL, mentions only 41 people. These 
scholars do not necessarily fit in the scope of the present study as the SPSL list contains, among 
its art history section, scholars who were not necessarily trained as art historians. 14 This list also 
mentions scholars who merely travelled through Britain on their way to the US and who, 
because they stay~ed in Britain for an extremely short period of time, could not have had a 
8 -An international symposium on French art criticism was held at Clermont-FelTand in 1987. A major 
exception in the field of Art Theory is: Germain Bazin, Histoire de I'Histoire de l'Art de Vasari it nos Jours, 
(Paris: Albin Michel, 1986). Literary studies on French art criticism include: Richard Wrigley, The Origins of 
French Art Criticism, from the Ancien Regime to the Restoration, (Oxford: Clarendon Press, 1993) and M.R. 
Orwicz, Art Criticism and its Institutions in Nineteenth-Centw), France, (Manchester: Manchester University 
Press, 1994). 
9 -Michael Podro, The Critical Historians of Art, (New Haven : Yale University Press, 1982). 
IQ -Margaret Iversen, Alois Riegl: Art History and Theory, (Cambridge MA: MIT Press,1993). 
11 -For the rest of the thesis, a few definitions should be given. The present writer will call Art TheO/)' the 
history of the History of Art, and Aesthetics philosophical thoughts about art. Art appreciation and Art 
criticism are closely linked to Aesthetics for they are disciplines approaching works of art from a nonhistorical 
viewpoint, stressing the recreative aspect of art and relying heavily on value judgments, as defined in WaIter 
Kleinbauer, & Thomas Slavens, Research Guide to the Histol)' of Western Art, Sources of information in the 
History of Huma~ities, n02, (Chicago: American Library Association, 1982): 4. As for the discipline of Art 
History, connoisseurship will be referred to as the branch of art history that strives to identify the origins of the 
art object. Iconography will apply to the inquiry into the subject of an art object and iconology as the science 
which identifies the conceptual or symbolic significance of the work of art. 
12 - 'Refugee Art Historians: an Investigation into the Immigration and Employment of German-Speaking Art 
Historians in Britain 1939-1945', unpublished dissertation submitted in partial fulfilment of the requirements of 
Oxford Brookes University for the degree of Master of Arts in English studies, Historical studies, Art Historical 
Studies and in Humanities and Research Methodology, 1996. 
13 -SPSL Archive, Modern Manuscript Room, Bodleian Library, Oxford. 
14 -Such as Otto Fein, the photographer of the Warburg Institute, or Hans Meier, who was trained as a 
classicist. Hately-Broad did not consult German sources (see Hately-Broad, p.3, n03) which could have helped her 
clarify who, within this list, eventually settled in Britain. 
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significant impact on the British art world. 15 The list included in the Appendices mentions twice 
, 
as many scholars. 16 Therefore, this study will inevitably invalidate the Oxford scholar's 
statistics and observations on patterns of employment, as well as her conclusion stating that the 
expansion of art history was not brought about solely by the presence of a small group of 
emigre art historians. 17 
With the development of exile studies, 18 many other investigations have been undertaken 
on general aspects of intellectual and artistic exile in Britain. For instance, an exhibition took 
place in Berlin and London in 1986, focusing on cultural production in exile in this country.I9 
In Germany, other studies have been written on intellectuals in exile in Britain, with a 
forthcoming general survey by an Australian scholar. 20 B ut in spite of the peculiarities of the 
emigration of art historians - i.e. the fact that art historians were made welcome by their British 
colleagues and that they subsequently changed the picture of art history in this country - no in-
depth study of this subject has been undertaken. 
So limited is the historiography in England that studies on emigre art historians mainly 
focus on Ernst Gombrich21 and Nikolaus Pevsner who have been the subject of monographs 
15 -Mention is made, for instance, of Ludwig Bachofer, Richard Ettinghausen and Rudolf Krautheimer, who 
certainly had a vital impact on American art history, if not on the British art world. Dorothea Westphal who, in 
1937, only remained in Britain for a few months before returning to Berlin for health reasons, is also part of 
Hately-Broad 's list as she is included in the SPSL correspondence. 
16 -See Appendices, pp.240-46. 
17 -Hately-Broad, p.60. 
18 -The first conference on 'exile studies' took place in Stockholm in 1965. Until 1972, exile studies were 
mostly focused on exile literature. The International Biographical Dictionary of Central European Emigres helped 
the development of this field which now seeks to analyse the impact of exile in a variety of areas (scholarly, 
sociological, psychological etc .). In Germany, the development of this field is fostered by the Gesellschaft fiir 
Exilforschung, whose bulletin, the Neuer Nachrichtenbrief der Gesellschaft fUr Exilforschung e. v., covers 
any activity in the J ield of exile studies. In Britain, the Research Centre for German and Austrian Exile Studies, 
Germanic Institute, London, coordinates lectures and symposia as well as publications, see e.g. Keine Klage 
iiber England? : deutsche und bsterreichische Exilerfahrungen in Grossbritannien 1933-1945 ed. by Charmian 
Brinson et. a\. (Munich : Iudicium, 1998). 
19 - ' Kunst im Exil in Grossbritannien, 1933-1945', catalogue of exhibition of the Neue Gesellschaft fiir 
Bildende Kunst, Charlottenburg Castle, Berlin, 10 January-23 February 1986, ed. by H. Krug & M . Nurgesser, 
(Berlin, Frblich & Kaufmann, 1986). 
20 -Bat'bara Falk, work in progress, to be published by Melbourne University Press. See also Bernard 
Wasserstein, 'The British Government and the German Immigration 1933-1945', in Exile in Britain and the 
Refugees from Hitler's Germany, ed. by G . Hirschfeld , (Leamington Spa: 1984): 63-81 
21 -Klaus Lepsky, E.H. Gombrich: Theorie und Methode, (Vienna: Bbhlau Verlag, 1990). See also Didier 
Eribon, & E .H. Gombrich, Ce que l'Image no us Dit, Entretiens sur l'Art et la Science, (Paris: Adam Biro, 
1991), trans\. : A Lifelong Interest, (London : Thames and Hudson, 1991). 
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and essays.22 Some articles - mostly obituaries - were published on individual scholars,23 or on 
the Warburg Institute, but the overall phenomenon remains under surveyed. 
Four articles related to this dissertation subject as a whole have been published so far, but 
they remain partial studies focusing either on the role of the Warburg Institute or on that of a 
very limited number of scholars. Michael Podro's article adopts an aesthetic stance so as to 
avoid the bio-bibliographical approach.24 Michael Kitson, of the Courtauld, deliberately centres 
his study on just three figures of this exile (Sir Nikolaus Pevsner, Johannes Wilde, and Rudolf 
Wittkover) and their direct influence on him as teachers. 25 Peter Lasko, former Director of the 
Courtauld, who came to England in the 1930s as a young boy, was the first and only scholar so 
far to attempt two general but ShOlt surveys on the subject.26 
Nevertheless, as the status of art history as a discipline has always been questioned, 
especially in connection with its sister discipline, history,27 there is now a growing interest in the 
historiography of art history. This study should therefore be considered both in the light of 
present interest both in art history and in exile studies. 28 In art history, there has been a growing 
interest in social influences on the art world, epitomised, for instance, by the 'Studies in the Fine 
Arts', a series published at the University of Michigan, Ann Arbor. 29 In the field of exile 
studies, the Ernst-Strassmann-Stiftung in Germany has conducted, since 1988, a research 
project in the exile of scholars. The Warburg-Haus30 at the University of Hamburg, is now a 
22 -The professional biographers Meirion and Susie Harries are currently writing a biography of Sir Nikolaus 
Pevsner to be published by Heinemann. The most incisive publication on Pevsner's approach to Art History 
remains David Watkin, Morality and Architecture, (Oxford: Oxford University Press, 1977). 
23 -See Bibliography, pp.224-25. One of the few non-obituary articles is Shulamith Behr, 'Dr Rosa Schapire, 
Art Historian and Critic in Exile', in Keine Klage iiber England?, ed. by C. Brinson et. al. (Munich: Iudicium, 
1998). I must here thank Dr Behr for kindly lending me a pre-print copy of this article, which I have used in this 
thesis. 
24 -Michael Podro, 'Art History and the Emigre Scholars', in Die europiiische Herausjorderung, England und 
Deutschland in Europa, (Munich: Saur, 1987): 81-91. 
25 -Michael Kitson, 'A New Professionalism', Art and Artists, (April 1984): 11-3. 
26 -Peter Lasko, 'The Courtauld Institute of Art and Art History in Britain', La Revue de I 'Art n030, (1975): 81-
91, trans!': 'Der Elnfluss der deutschen Kunstgeschichte in England' Die Emigration der Wissenschajten nach 
1933, ed. by H.A. Strauss, (Munich: Saur, 1991) 224-34, and 'The Impact of German-speaking Refugees in 
Britain on the Fine Arts', Second Chance: Two Centuries ojGerman-speaking Jews in the u.K., ed. by Werner 
Mosse et aI., (Cambridge, 1988): 255-74. 
27 -See e.g. Alex Potts et aI., 'What is Art History?" History Today, (Nov. 1985): 37-47. 
28 -Throughout the thesis, clashes between British and emigre art historians will be observed and explained, but 
no value judgment will be made for either side. As for exile studies, although the present author has tried to 
approach this study beyond the biographical dimension, - e.g. with the convergence of exile conditions with 
issues of gender, (See Part I, Chap. 3) - its overall methodology has not been questioned. 
29 -It includes, for instance, Jacqueline Falkenheim, 'Roger Fry and the Beginning of Formalist Art Criticism', 
Studies in the Fine Arts Criticism, n08 (Ann Arbor, Michigan: UMI Research Press, 1973, 1980). 
30 -The "Warburg-Haus" deals with the Archiv des Kunstgeschichtlichen Seminars at Hamburg. 
12 
centre for the archives on art historians in exile, sponsored partly by the Ernst-Strassmann-
, 
Stiftung, under the direction of Ulrike Wendland and Karen Michels. Incidentally, the latter is 
about to publish her Habilitation on emigre art historians in the U.S,3l Her colleague, Ulrike 
Wendland compiled a dictionary of emigre German-speaking art historians for her D.Phi1.32 
Wendland's work, the result of six years' 'detective work'33 on the international exile of art 
historians, is a biographical dictionary that aims to facilitate further studies on the impact of this 
emigration. 
According to Podro: 'The achievements of the emigre scholars of art history [ ... ] were so 
di verse that any survey would collapse into a bibliography.' 34 This is more or less how 
Wendland approached the subject. In the fashion of the International Biographical Dictionary of 
Central European Emigres, the aim of Wendland's work is to give a precise bio-bibliographical 
survey of emigre art historians based on statistics. This thesis established a list of 252 German-
speaking art historians driven into exile, 69 of whom chose Britain as their first exile country, 59 
of whom remained permanently in the U.K. 
A comparison of these figures with the list provided shows that our figures are different, 
mostly because our criteria are wider than Ulrike Wendland's,35 In fact, 93 art historians were 
found to have stay~d in Britain for at least a year, while 72, at some stage in their lives, settled in 
Britain. It should be noted that major figures were unfortunately forgotten because of 
Wendland's criteria. Wendland's list does not include Eva Benesch, Wilhelm Houben, Sibyl 
Moholy-Nagy (US via Britain), Walter Neurath, Arnold Noach, Dora Panofsky (US), Ruth 
Rosenberg, Rosy Schilling, Count Antoine Seilern, Max Warburg, George Zarnecki in her main 
list, either because they were forgotten, or because they did not qualify as art historians for lack 
of academic training, because they were not Gelman-speaking, or because they only managed to 
leave the Continent at a later stage. Although Wendland acknowledges that she only considered 
German-speaking art historians with a training in art history, she made a few exceptions to this 
31 -Karen Michels, 'Transplantierte Kunstwissenschaft, del' Wandel einer Disziplin als Folge der Emigration 
deutschsprachiger Kunsthistoriker in die USA' , (Hamburg: unpublished Habilitation, 1996). See also Lewis 
Coser, Refugee Scholars in America, their Impact and their Experiences, (New Haven: Yale University Press, 
1984). 
32 -Ulrike Wendland, 'Verfolgung und Vertreibung deutschsprachiger Kunsthistoriker im Nationalsozialismus, 
Ein biographisches Handbuch ' , (Hamburg: unpublished D.Phil. dissertation, 1995) . This study was undertaken in 
the context of the Deutsche Forschungsgemeinschaft (DFG) project; 'Wissenschaftsemigration, 1988. 
Emigration in der Entwicklung der deutschsprachigen Sprachwissenschaft von 1900 bis 1950' coordinated by 
Prof. Dr. Utz Maas, University of OsnabrUck. 
33 -Wend land, p.5. 
34 -Michael Podro, The Critical Historians of Art, (New Haven : Yale University Press, 1982). 
35 -See p.14. 
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rule by including Gertrud Bing (trained in Philosophy), Leopold Ettlinger (trained in 
archaeology), Hans Hess (not academically trained), and losef Paul Hodin (~zech, trained in 
Law) in her main list. This type of distinction between scholars appears to us artificial and it has 
been decided, for the purpose of our thesis, to consider as "art historian", anyone who studied 
the history of the art object, thus looking at art history from the point of view of the Central 
European emigres themselves. If the major category of art historians is naturally Gelman and 
Austrian, this study also considers scholars from the former German and Austro-Hungarian 
Empires. This widens the territory traditionally demarcated by German and Austrian scholars' 
Exilforschung. 
The grounds for selection used in this study differ from Wendland's, not only on 
problems of nationality and status but also on the length of time during which art historians in 
exile stayed in Britain. The present research identifies, to the best possible extent, every refugee 
art historian who entered Britain between 1933 and 194836 and who remained in this country 
for at least a year as they were bound to face the difficulty of having to find a niche in the art 
world. It also includes art historians like Wilhelm Houben, Arnold Noach and Max Warburg 
who were persecuted during the war but could not emigrate as they were trapped in Holland or 
within Germany. It is therefore a study on "emigre art historians" rather than exiles. 
Methodology 
In the present study the number of art historians matters less than their impact on the British art 
world. Many problems were encountered in the course of this research. As for Wendland, it has 
been noticed that this type of work on the history of art history is often deemed unnecessary.37 
Also, many of the people approached were reluctant to discuss their familiarity with the emigres. 
Since this work relies partly on archival material found in public and private collections, the 
reader will understand that its content strongly depends on the response of archivists, owners of 
private archives, interviewees and other correspondents approached.38 
As recommended by lean-Michel Palmier in his study on Weimar Culture, a variety of 
36 -See p.36. 
37 -Wendland, p.32, n082. 
38 -The Herbert Read Discretionary Trust in Leeds, for instance, was not made accessible by its owner. For a list 
of interviewees and archives consulted, see Bibliography p.227-28. 
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sources was used.39 Foremost among those were interviews with the art historians themselves, 
their former students or, in some cases, their relatives. Although this foray in pral History was 
not typical as its point was not to bring in ordinary people in a socially-based historical 
method,40 it nonetheless provided an invaluable source, especially since it gave access to 
information or documents otherwise inaccessible. Because oral history tends to bring 
recognition to groups of people who have been ignored, and emphasises issues of a confidential 
nature which would not have been suspected if the research had solely been based on written 
documents, this method also provided a starting point as well as evidence for the study on 
women att historians and the chapter on language.41 
In order of importance for this thesis, the archives consulted in public institutions were 
those of the Archiv des Kunstgeschichtlichen Seminars in Hamburg, the Society for the 
Protection of Science and Learning (SPSL) in the Bodleian Library, Oxford, the Private Papers 
of the Warburg Institute, the archives of the Courtauld Institute, Witt Library, London, the 
Publishing Archives at the University of Reading, the Sound Archive of the Imperial War 
Museum in London (IWMSA), and the Public Record Office in Kew (PRO). The private 
archives I was kindly allowed to consult were the estate of Edgar Wind, Belsyre Court, Oxford 
and the estate of Fritz Grossmann. 42 The families of the emigres who worked in the art trade 
were understandably wat·y, and when they were willing to contribute, they sometimes wished to 
remain anonymous.43 
The few art historians still alive and their former students or colleagues have, however, 
shown a very keen interest in the subject, even if they often do not want to be regarded as 
subjects of study for exile studies, as Gombrich who expressed his reticence he expresses 
towat'ds statistics and, by extension, exile studies.44 
'I am not a refugee .. .I was driven out of Austria by the Nazis because, 
mercifully, I had taken up a job here ... early in 1936. This has never prevented 
39 -lean-Michel ~almier, Weimar en Exil: Exil en Europe, Exil en Amerique, (Paris: Payot, 1988): 27. '11 
importe de restituer la logique des evenements qui les contraignirent a quitter I' Allemagne, les conditions 
d'accueil qu ' ils rencontrerent, l'impact des evenements nationaux sur leur situation. 11 est essentiel pour les 
intellectuels et les ecrivains de connaitre leurs activites avant 1933 pour mesurer ce que sera I'exil, en quoi il 
modifiera leurs creations. Une connaissance complete de leurs oeuvres est sou vent aussi indispensable que la 
lecture de leurs journaux, de leurs conespondances, de leurs autobiographies d'exiles' . 
40 -Paul Thompson, The Voice a/the Past: Oral Histol )', (Oxford : Oxford University Press, 1988), pp.2-3. 
41 -Ibid. , p.5. 
42 -I thank both Mrs Edgar Wind and the anonymous owner of the Fritz Grossmann estate for their kindest help. 
43 -Therefore, any piece of information disclosed in Part Ill, Chap.3, should be treated with care. 
44 -The same statement and a warning towards exile studies were repeated nearly verbatim to the present writer. 
Interview with Ernst Hans Gombrich, London, Hampstead, April 18th, 1995. 
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me from regarding myself as one of the refugees, but technically I am riot. That I 
looked for a job because my friends urged me to try before it was too late is 
, 
another matter, but one which is less easily incorporated in statistics. '45 
This problem of definition also applies to exile studies at large.46 Therefore, the term 
"emigre art historians" will be used throughout this thesis first, because it applies to more 
cases, such as that of emigres who were never considered as refugees by the authorities,47 
spouses of Jewish people or dissidents, and secondly, because it is less demeaning. Some 
writers saw in the "emigre"I"exile" distinction a correlation between the assimilated and the 
unassimilated.48 Although the term "emigre" was consciously chosen, the ramifications of this 
distinction are not the object of the present thesis. 
The aim of this Ph.D. thesis, rather, is to qualify the influence of the emigres and this 
matter of "influence" was a particularly difficult issue. Owing to the variety of fields studied by 
the emigres - from Anglo-Saxon to Chinese art - their precise scholarly influence would not 
have been possible to trace in an 100,OOO-word dissertation. A scholarly investigation of 
publications in an attempt to analyse the scholarly influence of the emigres would have required 
a degree of expertise in all the diversified subjects studied by the emigres. Such an approach 
would not have demonstrated the importance of this influence; it would only have highlighted a 
narrow focus of influences for the specialist. 49 In any case, it would always have concluded with 
an observation similar to that which Peter Lasko wrote when comparing Edward Prior and 
Arthur Gardener's seminal prewar survey of English mediaeval sculpture and its post-war 
equivalent, Lawrence Stone's volume on the same theme. Lasko wrote: 'the first dealt with the 
material in time-honoured antiquarian fashion, while the later [ ... ] poses questions that can only 
be discussed in the broader context of the European tradition of the history of art and even 
cultural history' .50 
45 -Letter to the Research Foundation for Jewish Emigration, New York, 7 June, 1975. Archives of the 
Kunstgeschichtliches Seminars, Warburg-Haus, University of Hamburg, Gombrich folder. 
46 -As also noticed in Jutta Vinzent, 'Unity in Diversity, Fine Arts in Exile in Britain, 1933-1945' , (Cambridge: 
Ph.D. thesis in progress): Introduction. 
47 -This applies to Klaus Ernst Hinrichsen, see Hinrichsen interview, IWMSA, accession n0003789, 1978. As a 
Mischling, Hinrichsen was asked to serve in the German Army from September 1st 1939. As he saw the war 
approaching whilst visiting relatives in England in the Summer of 1939, Hinrichsen sent a telegram to his 
parents saying that he was in hospital with a broken leg. He then pretended he had missed the last train to 
Germany. 
48 -Robin Kinross, 'Emigre Graphic Designers in Britain', Journal of Design Histol )' vol. 1, (1990): 36. 
49 -As in James Ackerman, 'Rudolf Wittkower's Influence on the History of Architecture', Notes in the Histol ), 
of Art, vols . viiilix, n04/1, Essays in Honor of Rudolf Wittkower, (SummerlFall 1989). 
50 -Lasko, 'The Impact of German-speaking Refugees in Britain on the Fine Arts ', p. 274. 
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This thesis shows that the influence of the emigres had a broader focus of influence than 
previously thought. The common view was once expressed by Onians: 'the cehtre of gravity of 
the study of art and its history shifted from the galleries of Bond Street [ ... ] to the seminar 
room of the universities' .51 In the course of this study, it has been noticed that even scholars 
who had not necessarily published a great deal in the field of art history proved to have a 
considerable role in the development of their discipline in Britain. Thus, this thesis demonstrates 
that the areas of influence of the emigres spanned both the art world (i.e. the world of the art 
trade and of museums), and the world of academia. 
In order to prove that this broader focus of influence exists, one must resort to constant 
comparisons and contrasts with what was done in Britain before the emigration of scholars. In 
the theoretical discussions of Part II, the field of aesthetics has only been approached to 
demonstrate the differences between British and emigre philosophies on the study of art. In 
order to reveal the difference in philosophical traditions vis-a-vis the work of art, it seemed far 
more relevant to observe the reactions of both the emigres and the British scholars to each 
other's work, rather than to speculate about this difference. This approach, based on written 
reactions, which were found both in methodological comments by art historians and in the 
appropriate press, was utilised throughout the thesis. This method highlights areas of clashes 
between these two traditions and explains how these traditions could sometimes meet. This 
" 
differential treatment seemed the most logical method to adopt in a cross-cultural study of this 
type. 
So as not to fall into the bibliographical trap mentioned by Podro,52 the impact of art 
historians in exile in Great Britain will be gauged against both a biographical and a theoretical 
background. The method followed will be that which Barbara Hately-Broad recommended in her 
'investigation into the immigration and employment of German speaking art historians in 
Britain' . She concluded her work with the observation that: 'To substantiate or refute the claims 
regarding the influence of refugee art historians on the development of the academic discipline in 
Britain would require a scholarly investigation of personnel, publications, and institutional 
development' .53 
This has been the main approach of the present thesis which is, as previously mentioned, a 
stUdy of the emigres' influence. To qualify and analyse the contribution of emigre art historians 
as a whole, it seemed that a holistic approach, including quantitative, theoretical and practical 
51 -Ooia 'A H' , 131 os, rt lstory ... , p. . 
52 -See p.12. 
53 -HatelY-Broad, p.60. 
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standpoints, was the only way to show the extent of this influence. For this reason, this study on 
the transfer of ideas will consist of three major parts divided along the three focal points 
mentioned above, i.e. context, theory and practical achievements.54 
54 -See Abstract. 
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I. Historical context, Settlement and Categorisation 
1. Art History and Persecution 
a. On "Jewishness" and the Arts: Reflections of Gombrich and current 
Exilforschullg 
This chapter will emphasise that this study, unlike much of the current research in exile studies 
which deals with more than one individual, will not have a generalising, collectivist approach 
which attempts at finding patterns of exile. The fact that emigre art historians were often from 
well-off families which made it possible for them to obtain a good education I puts them per se 
in a class of their own which is atypical of most emigres of the time. 2 The group classification 
established in the following chapter is intended only to clarify a very shady picture and to 
establish how the scholars considered in this study influenced British art history. Given the 
historical circumstances, it is inevitable that over 90% of the emigres studied here are of Jewish 
extraction, a figure which accords with the overall emigration pattern presented in the 
International Biographical Dictionary of Central European Emigres, 1933-1945. 3 
Contemporary sources reveal that one third of political emigrants also fled because of their 
Jewish background.4 Emigre att historians were thus persecuted primarily for racial reasons, and 
the political and cultural factors5 were of secondary importance. Yet the intellectual issues 
considered in this study are not directly concerned with Jewish issues. In order to clarify this 
apparent contradiction, the present contextual chapter will begin with an enquiry into the 
assumed interaction between "Jewishness" and the Arts. 
Invited by the London Austrian Cultural Institute to give a paper on the Jewish influence 
on the visual arts in 1996, Sir Ernst Gombrich's reply was one of restrained fury. In the 
inaugural lecture he finally agreed to give, 'he warned against prolonging the idea that there 
1 -In Germany, before and during the Weimar Republic, the majority of students came from upper middle class 
and aristocratic families . See Gm'don Craig, The Germans, (Harmondsworth: Penguin Books, 1982): 182. 
2 -Studies on refugees from the Third Reich have mostly focused on the educated population. Wider studies on 
less privileged groups, such as MaI'ion Berghahn, Continental Britons, (Oxford: Berg, 1988) or Das Exil der 
kleinen Leute. Alltagselfahrung deutscher Juden in der Emigration, ed. by W. Benz, (Munich: Benz, 1991) are 
rare. 
3 -See Herbert Strauss, 'Jews in German History: Persecution, Emigration, Acculturation' , in IBDCEE ed. by 
W.R. ROder, & H.A. Strauss, vol. ii, part 1, (Munich, New York: K.G, Saur, 1980, 1983) : xii . 
4 -Werner Roder, 'The Political Exiles: their Policies and their Contribution to Post-War Reconstruction', 
IBDCEE, vol. ii, part I, pp.xxix . 
5 -One can roughly distinguish three types of persecution; that against the Jews, that against political opponents 
to the Nazi regime and that suffered by persons who, although not directly persecuted for religious or political 
reasons, feared intellectual and moral decline under the National Socialist regime. These categories, used by 
Roder, (ibid. p.xxvi) are unfortunately far from being mutually exclusive. 
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existed a separate Jewish culture in Europe'.6 As in his general approach to Art History, the 
, 
Viennese scholar here denies any concept of collective identity, thus running counter to the 
commonly expressed idea that nineteenth-century Jewish assimilation had triggered a new 
cultural output by identifying itself with the Humboldtian concept of Bildung.7 According to 
Gombrich, 'the notion of Jewish culture was, and is, an invention of Hitler and his fore-runners 
and after-runners'.8 
It is undeniable that terms such as 'Jew', 'non-Jew', and 'Jewish origin' used in exile 
studies rely on notions of Jewishness defined both by the Nuremberg Laws and by the Jewish 
community in reaction to alienation. 9 As a result, during the Second World War, refugees 
belonging to organisations like the Free German League of Culture frequently defined 
themselves as anti-Nazis rather than as Jews.IQ Similarly, for Gombrich, beyond the very 
diversity of languages and cultures and the different approaches to religion - and in spite of the 
debate which argues that in order to find a suitable category for the Jews as a group one has to 
discard the notion of 'race' _11 the only thing the Jews have in common is race. 12 He also 
remarked that in Vienna, the Jewish bourgeoisie 'took it for granted that culture - or Bildung -
was not a Jewish tradition but the tradition of German Humanism' .13 thus stating that there 
---
could be cultured Jews but that their culture was not "Jewish". This view is actually the 
opposite of Mosse's thesis which asserts that the Jews substituted the concept of Bildung for 
their own culture in the assimilation process. 14 
Bildung, or the concept of 'free development and enjoyment of all the sources of the 
mind' , 15 was popularised puring the nineteenth century, after having been developed by Goethe 
and Humboldt, themselves influenced by the Age of Enlightenment. Its ideas of self-mastery and 
6 -Emil Brix, in preface to Gombrich's 'The Visual Arts in Vienna circa 1900, Reflections on the Jewish 
Catastrophe' , OccQsions, (London: The Austrian Cultural Institute, 1996): I. 
7 -Argument developed throughout George Mosse, German Jews beyond Judaisll1, (Bloomington: Indiana 
University Press, Cincinatti Hebrew Union College Press, 1985). 
8 -Gombrich, 'Visual Arts in Vienna .. .', p.5. 
9 -1. Deak, Weill1ar Germany's Left-Wing Intellectuals, a Political History of the Weltbiihne and its Circle, 
(Berkeley & L.A. : U. of Ca!. Press, 1968): 24. 
10 -See Jutta Vinzent, 'Patterns of Emigration', in 'Unity in Diversity .. .' 
1I -See Berghahn, pp.9-20. 
12 -Gombrich, 'Visual Arts in Vienna . . .', p.19. 
13 -Ibid., p.22. 
14 -Mosse, German Jews beyond Judaism, see n07. 
15 -W.H. Bruford, The German Tradition of Self-Cultivation, "Bi/dung" from Humboldt to Thomas Mann, 
(Cambridge: C.U.P., 1975): I . 
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self-cultivation coincided with the emancipation of the German Jewry which is said to have 
readily adopted Humboldtian ideals. Humboldt was a fervent advocate of Jewish rights, having 
been, from an early age, closely acquainted with Berlin Jewry, 16 but the process of assimilation 
cannot have relied merely on the idea of freedom of thought promoted by the Berlin Salons. One 
should emphasise that the assimilation of German Jewry, rather than being based solely on 
Bildung as a surrogate lay religion, was first and foremost promoted by the change in structures 
of the Prussian states and the leniency of Frederick the Great's reign. 17 Included among the 
more common factors of the assimilation which followed this emancipation is an admiration for 
the modern national state, combined with a growing appreciation of the social structures of the 
dominant nations. IS In this national context of change, it is difficult to regard the humanist 
interest cultivated by the German Jews as solely Jewish, overlooking the fact that humanistic 
interests were shared by non-Jews. Furthermore, by the twentieth century, "Jewishness" had 
long been abandoned by a number of the Jewish art historians considered in this study. 
Gombrich reports: 'The ideal of assimilation was immensely strong, which prompted my 
parents to be baptised. My grandfather, who was born in 1813, had already discarded his Jewish 
faith. Only Eastern Jews kept the dietary laws, and very many people did not know that they 
were of Jewish extraction, discovering it to their great surprise afterwards' .19 Gombrich adds 
that before the advent of official antisemitism in academic circles, "Jewishness" was not a major 
issue, at least in the cut world. 
Having said this, some will link the affluence of the families of art historians from our 
list20 with Jews whose wealth was created from mercantilism)1 This close connection with 
business is celtainly undeniable, and had an effect on the cut mcu·ket. As a result of the Church's 
mediaeval prohibition of usury, some Jews had become established traders and, for the most 
fortunate, financiers. With the slow process of assimilation, some Jews - later referred to as 
Hofjuden or 'Court Jews' - served Germanic rulers and reached high office, and in some cases 
became art advisors, in the otherwise anti-Jewish courts of the seventeenth and eighteenth 
16 -ibid., pp.3-4. 
17 -Frederick II (1740-1786) rationalised the Prussian government along principles of the Aujkliirung and under 
him Prussia became a leading Prussian power. 
18 -See Encyclopaedia ludaica, vol. 8, (Jerusalem: Keter Publishing, 1972): 772. 
19 -Gombrich interview, Dept. of Sound Records, Artists in an Age of Conflict 1939-1945, accession 
n04521103 , 1979, reel l. The fact that Gombrich ' s family had a keen interest in art, his mother being a pianist 
and his father having a collection of prints which included some Rembrandt etchings has therefore more to do 
with the fact that they were from a bourgeois background than with the fact that they were of Jewish extraction . 
20 -Such as Hugo Buchthal, Yvonne Hackenbroch, RudolfWittkower, the Gernsheims etc. 
21 -Wendland, p.139. 
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Centuries.22 Within the scope of this thesis, this special connection with art is an important 
issue, but it should not be assumed that "Jewishness" was in any way respons'ible for it. Thus, 
the contention of some scholars that some trends in art history, such as iconology, are clearly 
connected with "Jewishness" will not be followed. 23 
Ulrike Wendland remarked that even though there is no Jewish art history as such, one 
can notice certain rudiments of group identity which are derived not only from religious practice 
but also from the discrimination which Jews had experienced for centuries, as well as from the 
identity which they derived from the new emancipation under Frederick the Great.24 Wend land 
is in total agreement with Mosse, who asserts, for example, that the Warburg Library was a 
manifestation of Jewish intellectuality.25 However, one should not forget that 'whatever the 
Jewish culture may have been, it was certainly not a visual culture'26 as Gombrich stated, 
alluding to the anti-iconic tradition in Judaism. 
The idea that, as a result of persecution, the Jews were more prone to inventing new trends 
like iconology was also developed by Karen Michels. She adopted Mosse's view that 
humanistic culture was readily accepted as a means of achieving assimilation, and adheres to the 
idea that innovative trends in contemporary scholarship, such as iconology, have been developed 
by Jews. 27 The thesis Michels presents is an attractive one, which was also promoted, for 
example, by Steven Beller and Klaus Fischer. 28 Under constant persecution, Jewish intellectuals 
may have had the impression that their ideologies were less a product of intellectual conviction 
than of alienation.29 However, there is no evidence that Aby Warburg's iconological method 
was a product of alienation. Furthermore, there is no evidence that the detachment of a small 
scientific group from an official discipline might be the result of oppression, as allegedly 
observed by Fischer in the case of Nuclear Physics and Molecular physics. 30 The following 
observation that Jews were working at the 'academic periphery' and were necessarily marginal 
22 -See From Court Jews to the Rothschilds: Art, Patronage and Powerfrom 1600-1800, cat. of exh. at the 
Jewish Museum, ed. by V. Mann, E. and M. Feld, & R. Cohen, (New York: Jewish Museum and Prestel, 
1996). 
23 -Michels, pp.211-36 and see p.l 00. 
24 -See Wendland, p.l39. 
25 -ibid., p.l40. 
26 -Gombrich,'Visual Arts in Vienna .. .', p.l3 . 
27 -Michels, Transplantierte Kunstwissenschaft, pp.211-236. 
28 -Steven Beller, Vienna and the Jews 1867-1938, A Cultural History, (Cambridge: C.U.P. , 2nd ed. 1990) and 
Klaus Fischer, 'JUdische Wissenschaftler in Weimar: Marginalitat, Identitat und Innovation', (unpublished 
manuscript, 1995) : 25 . 
29 -Deak, p.28. 
30 -Fischer, 'JUdische Wissenschaftler. . .', p.25. 
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seems to be influenced by the 'chemical' framework in which Fischer is working. 
But it can be argued that most areas of research develop as adjunCts of their main 
discipline. In Art Theory, iconology is only part of a wider process of understanding art as a 
humanistic discipline. In the History of Ideas, never one single factor but rather a whole complex 
of circumstances initiates the advent of a new science. It is, for instance, undeniable that 
Aesthetics developed as a result of the autonomy of the artist; art could never have been 
considered as a means of achieving a knowledge of the senses before the artist's independence 
from corporations, which occurred during the Renaissance, and the subsequent emancipation of 
artists from the dictates of nature and the divine. Iconology itself is only part of the process of 
the recognition of art as a means of acquiring knowledge engendered in the eighteenth century 
with the advent of History of Art as a discipline. As such, iconology could not have appeared in 
a vacuum without taking into account a wider intellectual framework which includes the 
nineteenth-century notion of "art for art's sake" and the consciousness of various layers in 
society through either a Marxist or a cultural analysis of history. That iconology originated 
amongst a group of Jewish art historians is a fact, but this fact alone does not make iconology 
"Jewish". In fact, iconography, from which iconology derives, was not a Jewish invention since 
the French and Dutch schools of iconography, with protagonists as important, for instance, as 
Emile Mille, were prominent in its development.3 l 
Furthelmore, it is easily perceived that the idea of assimilation, and therefore of acceptance 
of a mainstream humanistic culture, contradicts the idea of marginality and, therefore, that the 
development of iconology was due to isolation from mainstream research. However appealing 
this argument developed by Karen Michels may be, it gives too much importance to the tradition 
of iconology developed by Aby Warburg and does not take into account that the very nature of 
iconology is turned towards tradition rather than the avant-garde. For the history of our 
discipline, the Vienna School of Art History was of equal importance, and it was not set up by 
Jews.32 
In this thesis, Professor Gombrich's stance on the non-inherent relation of "Jewishness" 
and the arts will be adopted. Indeed, it is not especially Jewish to develop an interest in art, 
although, for simple historical reasons which might have to do with the assimilation process, the 
ratio of Jewish art historians taking art history in the first three decades of this century in Central 
~1 -In his doctoral thesis L 'Art Religieux du XllIeme siecle en France (1902), Emile Male investigates the 
Iconography and symbolism of Gothic Art. 
32 -Fischer, 'JUdische Wissenschaftler. . .', p.26. 
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Europe is higher than the Jewish population ratio. 33 Most emigre art historians in the UK who, 
as the sons or daughters of middle class parents belonging to the educational elite, had had a 
humanistic schooling and, because they were emigres, were mostly Jewish. As Jews and 
intellectuals, they already belonged to a minority before exile and this study will only point out 
the possible influence of "Jewishness" on the works of the exiles in a few relevant cases. 
Therefore this thesis will not try to identify the lives and works of art historians in exile with 
their Jewish past. The main purpose being merely to assess the impact of refugee art historians 
on art historical scholarship at large so as to show that they fostered a professionalisation both 
of their discipline and some art-related professions, Gombrich's stance will be of guidance 
throughout this study. However, if "Jewishness" does not seem to have played an intellectual 
role in the shaping of art history by emigre scholars in Britain, it is my contention that the 
circumstances of emigration did,34 
b. Artistic Professions and Antisemitism: Administrative Measures 
taken by the Third Reich and Antisemitism against Art historians in 
Academia 
Unlike the legal, medical and business professions, the German and Austrian art world was not 
an area in which there was an exceptionally high concentration of Jews. Nonetheless, compared 
---with the overall Jewish population, there was a high concentration of Jews among editors, 
writers, theatre and film directors. 35 Since the alt world includes many different job categories, it 
is difficult to quantify the percentage of Jews in each art-related area. However, it is a fact that in 
art dealing, for instance, it was closely associated with the Jews, as their cultural contribution far 
outweighed their numerical strength. This concentration was certainly due to exceptions like the 
Hofjuden 36 who were among the most important art collectors. This strong sense of art 
appreciation was combined with a trade in valuable goods and the need for mobile investment, 
two Jewish traditions which derived from ancestral discrimination and which help to explain the 
higher proportion of Jews in the art trade. 37 Among our art historians, Hugo Buchthal and 
33 -See Wendland, p.125: in 1930, 21.3% of the art history students in Central Europe were of Jewish extraction 
(the overall Jewish population was 0.76% in 1933). 
34 -See Part II, Chap.2. 
35 -Nazism 1919-1945: a Documental)' Reader, ed. by J. Noakes & G. Pridham, (Exeter: U. of Exeter Press, 
1984): 523; a)5.05%, b)5.61 % out of a total population of 0.76% in 1933. 
36 -From the seventeenth century, the Court Jews reached high offices within the otherwise anti-Jewish courts 
and became art patrons. 
37 W 
- end land, p.131. 
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Rudolph Wittkower, for instance, came from such milieus. Because of the Jewish involvement in 
trade, cosmopolitan families are also a strong feature of the family background of this 
, 
population of emigres. For instance, Edgar Wind was born in Argentina where his father, a 
Jewish merchant of Russian origin, expOlted optical instruments. Through his Argentinean trade, 
the latter had many connections in Paris. His wife was of Rumanian origin and related by 
marriage with French art historian Henry Focillon. 38 Rosa Schapire felt she was 'predestined 
towards internationalism through her birth, upbringing and fate'. 39 Carmen Gronau, Yvonne 
Hackenbroch, Ursula Hoff and Rudolf Wittkower were bi-nationals of German-English origin. 
Most of the others came from affluent families, such as the Gernsheims, who epitomise the 
cultural milieu in which art historians had grown up.40 One sign of affluence was that Wolfgang 
Herrmann, although not a Hofiude or from a cosmopolitan family, had enough money to go 
through the recession of 1923 totally unscathed, unlike his fellow students in other disciplines.41 
But it should be emphasised that it was unusual for Jewish students of the older generation - i.e. 
those born before 1900 such as Aby Warburg - to study Art History.42 A symptom of their 
families' mistrust of Art History may be seen in the fact that several art historians from our list 
studied another subject, such as Law or Economics for their first degree and turned to Art 
History only as a second undergraduate course.43 
In general, a'strong tradition of art appreciation also derived from the Weimar Republic 
years, which had been so widely productive in the general area of arts, art history, aesthetics,44 
psychology of art and art education. The Third Reich controlled these cultural areas from 22 
September 1933 when Joseph Goebbels, Propaganda Minister, established the 
38 -Hugh L1oyd-Jones, 'A Biographical Memoir', in Edgar Wind, The Eloquence of Symbols, Studies ill 
Humanist Art, (Oxford: Clarendon Press, 1983): xiii-xiv. 
39 -Behr, 'Dr Rosa Schapire .. . ', p.2 (pre-print copy). 
40 -Helmut Gernsheim, 'The Gernsheims of Worm', Leo Baeck Institute Yearbook (1979): 247-57. In this 
article, Gernsheim relates the rise of this family who set up the first leather company in Germany. He 
emphasises the cultural side of this family of composers . 
41 -See Richard C~ndida Smith, Wolfgang Hennann: Journey froll1 Berlin, Art History Oral Documentation 
Project, Oral History Program, UCLA and the Getty Center for the History of Art and the Humanities, 1992, 
p.56. 
42 -The suspicion surrounding Art History as an academic discipline is mentioned in Ernst Gombrich, Aby 
Warburg: an Intellectual Biography ,with a memoir by Saxl on the History of the Library, (London: The 
Warburg Institute, University of London, 1970): 23. 
43 -This applies to Antal, Buchthal, Miinz and Sceyer who studied other academic subjects and to Herrmann who 
began studies in engineering at the Eidgenossischen Technischen Hochschule, Berlin. 
44 -Max Dessoir had, for instance, a huge success with his masterwork Asthetik und allgemeine 
Kunstwissenschajt. He exerted a wide influence through his writings and lectures and advanced the academic 
status of the subject. See Max Dessoir, Aesthetics and Theory of Art, (Detroit: Waine State University Press, 
1970): 13-14. 
Reichskulturkammer. Like everyone who produced or sold cultural artifact, art dealers were 
forced to participate in the Kulturkammer, and this compulsory allegiance mean,t a close scrutiny 
of those who did not want to take part or were not allowed in the Kulturkammer's activities. 45 
politicians now had direct control over the art world. Paradoxically, in spite of the "boycott 
day" of 1 April 1933 which witnessed assaults on Jewish stores, the Reich's declared policy 
was still 'not to interfere with Jewish economic activities' .46 But Jewish art dealers were soon 
considered dangerous individuals promoting 'Degenerate Art' so as to seep through German art 
and culture and destroy it from within. The art policy of the Nazis regarding Modern Art was 
made absolutely clear in 1937 at the Great German Art exhibition - Grosse deutsche 
Kunstausstellung. Prior to that, definitions of 'German Art' had diverged. 47 Some artists who 
were actually included in the Degenerate Art exhibition such as sculptor Gerhard Marcks were 
actually never prohibited from working.48 It is perhaps because of this lack of consistency that 
the trade of Degenerate Art, established in a list containing 18, 000 works of art,49 was only 
officially forbidden in 1941.50 Obviously, earlier measures were taken against art dealers of 
Jewish extraction and those who did not comply with the Reichskammmer's policies. 5 I Jews 
were expelled from "semi-public" or "quasi-public" offices and denied access to the economy 
when, from the Autumn of 1937, Jewish businesses were forced to be sold.52 This was the last 
" 
blow to Jewish art dealers. 
In art journalism, art critics or picture researchers were asked to join the 
Reichsschrifttumskammer53 and under the Nuremberg Laws, Jews and Mischlinge were finally 
45 -See Instruction I, Reichsblirger Gesetz, Reichsgesetzblatt 661. 
46 -Herbert Strauss, 'Jews in German History: Persecution, Emigration, Acculturation ' , in IBDCEE, vo\. ii, Part 
1, p.xv. 
47 -Stephanie Barron, 'European Artists in Exile : a Reading between the Lines ' , Exile & Emigres: The Flight of 
European Artists froll1 Hitler, ed . by Barron, S. & S. Eckmann, (Los Angeles : Los Angeles County Museum of 
Art (Lacma), 1997): 13. 
48 -Ibid., p.14. 
49 -A complete list was recently discovered in the archives of the Victoria& Albert Museum, London, by 
Andreas Hlinecke, an art historian from Potsdam. See Anon ., 'Sensationsfund in Londoner Museum', 
Tagesspiegei, (26 March 1997): 17. 
50 -'Kunsthandel und Nationalsozialismus,Verflechtungen von Kunsthandel und Kulturpolitik in del' Zeit von 
1920 bis 1950' , Internationales Symposium, 1992, Schloss Niederschonhausen, Berlin . Call for papers, p.3, in 
'Kunsthandel' folder, Kunstgeschichtliches Seminar, Warburg-Haus, Hamburg. 
51 -Wendland, p.394. The auction house of art historian Arthur Kauffmann, who later established himself in 
Britain was closed down in 1937. Kauffmann had worked in partnership with Hugo Belting from 1919 to 1937. 
52 -Strauss, 'Jews in German History ... ', p.xvi . 
53 -Felix H. Man, picture ed itor trained in art history, refused to and came to England in 1934. See IBDCEE, 
vo\. ii, p.765 . 
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utterly banned from the cultural arena. A direct consequence of this was the cijanging of names, 
as in the case of art historian Bruno Ad1er who, while teaching at the Bauhaus, started writing 
, 
under the pseudonym of Uban Roedl in 1934.54 Even individual initiatives became dangerous as 
shows the case of Rosa Schapire, founder of the 'Frauenbund zur Forderung deutscher 
bildender Kunst', who decided, in 1939, to burn all her correspondence with artists who were 
declared 'degenerate' such as Karl Schmidt-Rottluff.55 
As far as universities were concerned, the Professional Civil Service Restoration Act 
(Gesetz zur Wiederherstellung des Berufsbeamtentums) of April 7th 1933 affected all non-
Aryan government employees, among them art historians and museum people. On the subject of 
antisemitism, Ulrike Wend land has noticed that it was hard to prove that art historians were 
discriminated against from the very first days of art history as an academic discipline. However, 
she points out that in the conservation of monuments, no Jewish art historians were employed, 
thus showing that the Jews were restricted to non-institutional areas within the art world.56 
Wendland therefore distinguished endogenous and exogenous features of antisemitism for 
Jewish art historians , i.e. institutional versus personal ones. However, this distinction is 
debatable as it cannot hold in a democratic context when laws should reflect the attitude of the 
community. 
In order to trace antisemitism, Wend land looked at how many Jewish art historians were 
employed before 1933. She points out that even though they had been allowed from 1812 in 
university offices, equal positions were only reached during the 1920s when a greater number of 
Jews were appointed Ordinarius. In 1930,25% of the German-speaking art historians with a 
Ph.D. were Jewish but only 5% held positions in the Civil Service. Wendland's argument is 
that, considering that there were 0.9% of Jews in Germany at the time, these figures do not show 
discrimination.57 Similarly, in 1930 at University, there was a higher proportion of Jews among 
the Ordinariata and the professorships which had 10% Jews in art history. In 1930, there were 
6.4% Jews among museum directors58 and 10.1 % Jews among museum people. So compared 
to the Jewish ratio at university in the same year one is obliged to acknowledge that it was more 
difficult for Jews to get into museums even if there was still a high proportion of Jews in this 
profession compared to the overall population ratio. 
54 -Wendland, p.8. 
55 -Behr, pA (pre-print copy). 
56-Wendland, pp. 143-49. 
57 -Wendland, p.149. 
58 -Ibid. 
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However, Wendland concludes that there was no emphatic discrimination. Of course, there 
are exceptions which, in endogenous cases, show that discrimination was not systematic. For 
• 
instance, Wendland thinks that the fact that Helen Rosenau was the first woman to ever gain a 
Habilitation in Art History in 1933 despite racist laws is a proof that there was no systematic 
discrimination. With this logic in mind one could say the same of the fortunate group of 
Panofsky's D.Phil. students who could only graduate because they were referred to other 
supervisors whilst Panofsky was away.59 Similarly, the attitude of Nazi Professor Wilhelm 
Pinder could be considered as exemplifying those 'endogenous' factors which counterbalanced 
the antisemitic exogenous climate. In spite of his political affiliations, the Munich professor 
maintained personal contacts with his students. 60 The letter to Ruth Rosenberg which urged her 
to shorten her course at Munich, 61 far from displaying personal animosity, emphasises Pinder's 
dutiful involvement in the Nazi regime and his subsequent loss of contacts with his 
supervisees.62 It was probably the same lack of personal animosity which led Pinder to help 
Ernst Kitzinger graduate as late as 1934.63 
Exceptions to the rule exist; persecuted scholars even resorted to the rare safe havens 
where superiors were still willing to employ them. In the case of art history, the Hamburg 
Seminar at the Warburg-Haus was one such haven, even if it was also infiltrated by Nazi 
agitators. 64 Another possible niche, for the lucky few, was to find employment in Jewish 
institutions which were not yet being discriminated against. The Berlin Jewish Museum 
employed scholars as late as 1938.65 Gundersheimer worked for the Rothschild Museum of 
Jewish Antiquities until August 1938, after his dismissal from the Frankfurt Museum. Some 
scattered institutions, such as the Ltibeck Museum, tried their best to keep persecuted staff. One 
ofthem, Klaus Hinrichsen, also worked unofficially for the Thieme-Becker Kiinstler Lexikon on 
59 -This applies to William Heckscher, Ursula Hoff and Horst Janson . Similarly, Hugo Buchthal was given two 
weeks to finish. Interview with Buchthal, London, 1995. Graduation was only possible after a D.Phil. thesis had 
been submitted in the eighth semester of the course of studies and was worked upon for a year. Carmen Gronau 
was not as fortunate and had to give up her D .Phil. in 1935 to emigrate with her Jewish husband. 
60 -He was on especially friendly terms with Bruno FUrst (Source: interview with Ruth Rosenberg, London, 
Shepherd ' s Bush, Feb. 21st, 1997). 
61 -Interview with Rosenberg, ibid. 
62 -One of these letters from 21st August 1933 was kept by Ruth Rosenberg . It concludes; 'Mein Schicksal und 
meine Pflicht treiben mich an die Front an der mich zu wissen, gerade ein so lieber Mensche, wie Sie es seid, 
~ehr schwer sein muss. Wenn Sie das nicht verstehen k6nnen, so will ich das verstehen. Ich jedenfalls habe Sie 
In der besten Enine(ung und das sollen Sie wissen ' . 
63 . 
-Wendland, p.4D!. 
64 -Werner Baumeister was one of them. See Wendland, ibid. 
65 -Franz Landsberger was its Director and Charlotte Loose a collaborator. 
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entries on north-west German artists of the 16th and 17th century.66 Thes~ were all printed 
during the war, although officially nothing produced by Mischlinge was allowep to be printed.67 
However, in the period to November 1938, these establishments began to suffer 'severe 
disadvantages in their economic and service activities' 68 as Jews were forbidden to enter cultural 
buildings after Kristallnacht. 
So all these exceptions, if they prove that there existed some flexibility even among the 
strongest Nazi sympathisers like Pinder, nonetheless reflect the antisemitic world of academia, as 
they are nothing more than emergency cases against the norm. Thus, even contradictory 
individual examples show antisemitism, and this tracing of antisemitism by default should not be 
overlooked as irrelevant, even when it concerns earlier cases of discrimination. The fact that 
Adolph Goldschmidt had become the first Jewish Ordinarius in Art History in 1904 is not 
proof of the absence of antisemitism, as Wendland infers, but the very opposite, if one takes into 
account the high development of art history departments in Germany at the time and the 
relatively high proportion of Jews studying the discipline. Again, the mere fact that Goldschmidt 
was expected to get baptised when he was appointed in Berlin in 1912 confirms the double 
standards Jews had to endure.69 Even when cases of external administration forces were not 
considered discriminatory by their victims, as in Goldschmidt's case, they should still be 
analysed in retrospect as antisemitic measures. 
Wendland's approach is therefore hard to reconcile with the usual picture which is given 
of German academia at the beginning of the century. Even if the examples of antisemitism on an 
individual basis given in her thesis corroborate the usual antisemitic descriptions to a certain 
extent, it seems that Wendland wants to give a less clear-cut image of German academia, 
emphasising the many-sided reactions to the appointment of Jewish scholars. She acknowledges 
that professors may have been instigators of antisemitism, as there was indeed competition with 
the new Jewish elite,70 and that the Jews were restricted to non-institutional areas within the art 
world,7l two factors which contradict her view that there was no emphatic discrimination. The 
66 -See Hinrichsen interview, fWMSA , Artists in an Age of Conflict 1939-1945, accession n0003789, 1978, 
Reel I. 
67 -ibid. 
68 -Herbert Strauss, Jewish Emigration from Germany, Nazi Policies and Jewish Responses, Leo Baeck 
Institute Year Book, (1980) : 332. 
69 -Goldschmidt sought the support of WOIfflin in this difficult case, see Ado/ph Go/dschmidt 1863-
1944:Lebenserinnerungen, ed. by M. Roosen-Runge-Mollwo, (Berlin: Deutscher Verlag fUr Kunstwissenschaft, 
1989): 126. 
70 -Wendland, p.l44. 
71 W 
- end land, pp. 143-49. 
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Hamburg scholar was certainly led to this conclusion because she did not lay 'enough emphasis 
upon the huge generational divide in the group of scholars concerned. Conseq~ently, Wendland 
is at loggerheads with previous studies by scholars who gave a more unified view of the 
aryanisation process of German universities. In The Crisis of German Ideology, for example, 
George L. Mosse demonstrated that the Volkisch ideology had penetrated the university world 
through the direct impact of the anti semitic post-World War I younger generation.72 
It should be pointed out then, that for both ideological and economic reasons, what the art 
historians born in this century experienced was completely different from what the previous 
generation of scholars had endured. In 1919, Jews as well as Aryans with Jewish spouses or 
non-caucasian partners were officially excluded from fraternities and, later, from universities, 
through the numerus clausus restrictions,?3 
Another difficulty inherent to the German academic system strongly affected 
Privatdozenten; they held unpaid positions and could only claim fees from students attending 
their seminars, but no salary from the university. The Volkisch student, therefore, had the power 
to make them unemployed. German universities seem to have offered very little resistance to 
discriminatory policies, a factor that authors such as Norman Bentwich see as being due to the 
weakness inherent in the very structure of the German universities, as they had been under state 
control from their inception,?4 
For the post-1933 period, Mosse condemns the faculties for failing to use their 
administrative powers without supporting any side, as they were under the spell of a largely 
National Socialist student body,?5 In any case, for the purpose of the present study, it is of little 
relevance to know whether or not antisemitism was openly expressed in the art world before 
1933. What is of more consequence is what Jeremy Noakes and Geoffrey Pridham have pointed 
out, i.e. that 'because the Jew was regarded as a figure of total evil, as an abstraction, [ ... ]partial 
measures excluding Jews from this or that sphere of life were in a sense irrelevant. The totality 
of his iniquity implied from the start a total solution ... '76 
Contrary to what David Goldhagen's thesis tends to show,77 antisemitism was not 
72 -George Mosse, The Crisis of German Ideology, Intellectual Origins of the Third Reich, (London: 
Weidenfeld & Nicolson, 1966): 267. 
73 -Ibid. pp.268-69. 
74 -Norman Bentwich, The Rescue and Achievements of Refugee Scholars, Studies in Social Life, (The Hague: 
Martinus Nijhoff, 1953): 4 
75 -Mosse, The Crisis . .. " p.271 . 
76 -Nazism 1919-1945: a Documentaty Reader, vol.2, p.521. 
77 -David Goldhagen, Hitler's Willing Executioners: Ordinary Germans and the Holocaust, (London: Little, 
Brown and co., 1996) 
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restricted to the Germans alone. In academia, many factors show how strong aqtisemitism was in 
Hungary, and also that Austrian antisemitism was felt earlier than in Germany. There were 
antisemitic riots at the University of Vienna as early as 1925-26. In his memoirs, the Byzantinist 
art historian Kurt Weitzmann explains that the university had to be closed for ten days as a 
result,78 Weitzmann remembers that the revolt was due to the large influx of Jewish students 
coming from the University of Budapest. There, a numerus clausus widely restricted the 
enrolment of Jews. The fact that Hungarian Jews who were forced to emigrate in order to study 
were usually financially better off than the impoverished Viennese was one of the roots of the 
friction.79 Significantly, Weitzmann adds: 'This, as will be noted, was in 1925-26, when hardly 
anybody in Germany's academic world thought of antisemitism ... ' This is yet another proof 
that German contemporaries - whether or not they were Jewish - were not necessarily aware of 
antisemitism until it was finally institutionalised. 
In 1931, further student riots empted, first in Vienna and then across Germany. They were 
followed by the winning over of the 140,OOO-member Studentenschaft in the Austrian city of 
Graz by the Nazi party.80 Gombrich recalls that in his student days, Vienna University was a 
hot-bed of Nazi agitation and that it was there that he had learned about the Nazis. This turmoil 
was encouraged by the fact that the university boasted its extra-territoriality. Gombrich remarks: 
the police was not allowed to enter, they had free-run, their notice-boards were 
full of attacks on Jews [ ... ] The teaching body was not always sympathetic 
[ ... ] but cowardly in their reactions [ ... ] My teacher Josef von Schlosser was at 
least outspoken, whereas he was courageous I doubt but when one of my 
friends was beaten up [ ... ] he said in a loud voice it was a disgrace. Like 
others he preferred to remain aloof.' 81 
Even if Schlosser later helped Gombrich to find his assistants hip at the Warburg Institute 
in London, it was only his more politically aware Jewish colleague Ernst Kris who urged 
Gombrich to leave Austria after his application to work as a volunteer at the Albertina was turned 
down. Volunteer~ng had been a commonly recognised entry-route into the museum world for art 
history students. The fact that even volunteer positions were endangered was a bad omen. 
After the Anschluss, discriminatory measures were taken by the school authorities 
78 -Kurt Weitzmann, Sailing with Byzantiul1I/rom Europe to America: the Memoirs 0/ an Art Historian, 
(Munich: Editio Maris, 1994): 45 . 
79 -Between the wars, between 200,000-300,000 Jews lived in Vienna, a large number of them in Leopoldstadt, 
Vienna's second di strict which was subsequently called 'the island of un leavened bread' (Matzesinsel) . See Alfred 
Bader, Adventures ofa Chemist Collector, (London : Weidenfeld and Nicolson , 1995): 18. 
80 -Mosse, The Crisis . . . , p.271 . 
81 -Gombrich interview, IWMSA , reel 01. 
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themselves. Jewish students were, for instance, forbidden to stay at school beyond the age of 14, 
which denied them access to higher education.82 Just as in Gelmany, individual ,examples prove 
that it was already more difficult for Jews to find jobs in art history in Austria in the 1920s. 83 
Hilde Zaloscer remarked: 
'Mit uns promovierte noch eine ganze Reihe von Kunsthistorikern, und bald 
sollte es sich herausstellen, dass die meisten eine Anstellung fanden, nur zwei, 
Fritz Grossmann und ich, konnten beim besten Willen nichts finden. Bald 
wurde uns klar, WaIum: Wir waren die einzigen Juden!' 
c. Emigration: Patterns and the Emigre Art Historians in Britain 
The persecution defined earlier84 led to the inevitability of emigration. In order to understand the 
subsequent emigration of refugee aIi historians to the UK and, to a certain extent, the patterns of 
employment resulting from it, one has to place it within the wider context of prewar emigration. 
This analysis will be based on A.J. Sherman's Island Refuge, which distinguishes five 
emigration stages for Britain, the first one being from 30 January 1933, when Hitler was elected 
Chancellor of Germany, to the NUremberg Laws of September 1935.85 For our art historians 
this is the most important emigration stage.86 As a result, 35 art historians who later emigrated to 
Britain - i.e. approximately one third - are known to have left their country of origin during this 
period.87 
The second period spans from September 1935 to March 1938 and the Anschluss.88 The 
second Ntirenberg Law of September 1935 made the distinction between Reichsbiirger, i.e. 
people of German or related blood enjoying full political rights, and Staatsbiirger, i.e. 
individuals without German or related blood and with inferior status who were subsequently 
treated as second class citizens. The status of Aryan versus Jewish was then defined: any person 
with at least two Jewish grandparents, or who had adopted the Jewish religion, or who had a 
82 -Bader, p.1S. . 
83 - 'Wissenschaft liche Arbeit ohne wissenschaftlichen Apparat', in Vertriebene Vernunft, ed . by F. Stadler, vol. 
2, (Vienna and Munich : Jugend und Volk, 1988): 63S. 
84 -See p.20, nOS. 
85 - AJ. Sherman, Island Refuge Britain and the Refugeesfram the Third Reich 1933-1 939, (London : Paul 
Elek, 1973): 19-57. 
86 -The following persons emigrated at that stage: Adler, Antal, Arnheim, Auerbach, Bing, Brieger, Buchthal , 
Burchard, Delbanco, Freyhan, Gernsheim, Carmen Gronau, Hans-Dietrich Gronau, Heimann, Hermann, Hans 
Hess, Jacob Hess, Hodin, Hoff, Hoffmann, Kitzinger, Otto Kurz, Lanyi, Mandowsky, Pevsner, Rosenau-Carmi, 
Rosenthal, A., Saxl, Sceyer, Schubart, H., Herta Schubart, Berta Segall, Weil, Wind, Rudolf Wittkower. 
87 -One of them, the Hungarian Jeno Lanyi, left his country for Italy in 1932 and never returned. 
88 -Sherman, Island Refuge . .. , pp.58-84. 
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spouse of such Jewish extraction, was considered non-Alyan, and subsequenqy denied German 
citizenship.89 Jews were expelled from "semi-public" or "quasi-public" offices and denied 
access to the economy when, from the autumn of 1937, the sale of Jewish businesses was 
enforced.90 These edicts affected art and book dealers as well as publishers. 
The third period came between the Anschluss of March 1938 and Kristallnacht on 9 
November 1938.91 Between these two dates, persecution escalated and reached an 
unprecedented peak.92 Doron Niederland argues that up until the NUremberg Laws, and 
possibly even until Kristallnacht, it was still possible to weigh up the options and decide whether 
to go or to stay, but Kristallnacht generated a general state of panic. 93 In this study, the five 
stages defined by Sherman cannot be completely respected as the immigration dates obtained 
after September 1935 are often approximate. It was therefore necessary to conflate the second 
and the third period as well as the third and the fourth stage of emigration. In the course of the 
second and third emigration periods, 31 art historians left Central Europe - 21 of whom in 1938 
~4 in most cases as a direct consequence of the Anschluss. In the meantime, racial legislation in 
Italy in September 1938 led to the expulsion of 15,000 Jews,95 many of whom were German 
and Austrian, but Italian scholars also sought refuge in Britain.96 
The fourth period culminates with the disintegration of Czechoslovakia in March 1939,97 
and the fifth phase comes to a climax with the outbreak of the war in September of the same 
89 -For details of this law, see Chapter 5, Instruction I, ReichsbUrger Gesetz, Reichsgesetzesblatt 1333. 
90 -Strauss, 'Jews in German History . . .' p.xvi. 
91 -On Kristallnacht, synagogues were burnt, cemeteries desacrated, Jewish buildings destroyed and 
approximately 26,000 Jewish males arrested. 
92-Sherman, Island Refuge . .. , pp.85-111. In 1938, Jewish sales people, doctors, lawyers who had remained in 
Germany and agents lost their licences and all Jews had to have their passports stamped with the letter "J" . 
93 -Doron Niederland, 'The Emigration of Jewish Academics and Professionals from Germany in the First Years 
of Nazi Rule', Leo Baeck Institute Year Book vol.xxxiii, (1988): 285-301. 
94 -The following persons emigrated at that stage: Eva and Otto Benesch, William Cohn, Ermers, Ettlinger, 
Frohlich-Bume, Frohlich, FUrst, Helmut Gernsheim, GlUck, Goldscheider, Gombrich, Grossmann, Hackenbroch, 
Hauser, Heckscher, Hell, HUbscher-Gans, Arthur Kauffmann, Kris, Hilde Kurz, Lang, MUnz, WaIter Neurath, 
von Pape, Plicht, Ring, Schapiro, Edmund Schilling, Rosy Schilling, Steinberg, Wittlin-Frischauer. 
95 -In most cases, their second emigration occurred in 1939; as for Arnheim (1933 Italy, 1939 UK), Jacob Hess, 
(1934 Italy, 1939 UK), Rapp (1939 Italy, 1939 UK, 1939 US). An exception is Lanyi, (1932 Italy, 1938 UK). 
96 -The file of Paula Della Pergola, an Italian scholar of Jewish extraction, shows this new demand for asylum 
from the Italian Jewish community (SPSL 185/5 ff.579-604). After a period of inner emigration, Della Pergola 
only regained her post as Inspector of Italian historic monuments in 1944. 
97 S 
- herman, Island Refuge ... , pp. 166-222. 
year.98 During this last emigration stage, the proportion of art historians who Jeft for non-racial 
reasons and of women art historians is more important. Out of 17 art historians, 5 were women 
, 
_ i.e. more than the 30% of the women from our total list - 7 left for political rather than racial 
reasons.99 
The flow of emigrants did not stop in September 1939. As the Reichsicherheitsamt 
prohibited further emigration after 1 October 1941,100 some persecuted art historians endured 
the ills of inner immigration. Unfortunately, when scholars did not have connections with 
foreign countries or were not persecuted directly for racial reasons, they had fewer chances of 
getting support from aid organisations; a liberal outlook did not count as adequate grounds for 
acceptance. 101 A position in museums could, per se, lead to persecution. Many museum people 
who disagreed with the policies of the Kulturkammer were forced to leave their positions. This 
was the case of Wilhelm Houben who was interned in a concentration camp from 1943 to 1945 
for not having agreed with his superiors on the cultural policy applied in Poland. 102 
Trials took place to discredit the work of museum workers, especially if they were Jewish, 
as in the case of Waiter Cohen, director of the Fine Alt Gallery of the Diisseldorf Kunstmuseum 
who later died in a concentration camp. 1 03 The case of Hans Vogel, Assistant at the 
Kunstsammlung in Kassel, proves that any connection with Jews endangered one's position 
within the cultural arena. 104 Some scholars with strong cultural stances lost their positions, such 
98 -Sherman, Island Refuge . .. , pp.223-59. These art historians are: 
Badt (1939 UK), Bushbeck (1939 UK, 1946 Austria), Demus (1939 UK, 1946 Austria), Fischel (1939UK), 
Gundersheimer (1939 UK,1940 US), Hinrichsen (1939 UK), KUrth (1939 UK), Landsberger, (1939 UK, 1939 
US), Loose (March 1939 UK), Van Puyvelde (1939 UK), Rapp, (1939 Italy, 1939 UK+1939 US), Rosenberg 
(1939 UK), Schapire (1939 UK), Seilern (1939 UK), Strauss (1939 UK), Johannes Wilde (1939 UK), Julia 
Wilde (1939 UK), WUsten , (1939 UK, 1946 GDR), Zarnecki , (1939 France, 1942 Spain, 1943 UK). 
99 -Included in this figure is Klaus Hinrichsen who, as a Mischling or 'Reich subject of mixed "Jewish blood", 
was not directly persecuted. Hinrichsen reports : 'you could do this if you had been a soldier, if you had a non-
Jewish wife etc', emphasing that there was a tradition of tolerance in the Hansa SHidte: LUbeck, Hamburg and 
Bremen which were social democrat towns. His father stayed in LUbeck and had few problems. He was offered the 
position of Burgomaster after the war. See Hinrichsen interview, IWM, Reel 0 I. 
100 -Strauss, 'Jews in German History . . .', IDCEE, p.xvi. 
101 -The following 'scholars unsuccessfully applied: Ernst Michalski, Ernst Benkard, Johannes Wolfgang, 
Bockelmann, Waiter Cohen, Waiter Deckert, Hermann Giese, Ernst Gramberg, Ernst Leopold, Ludwig Grote, 
Carl George Heise, Fritz Hirsch, Gertrud Kantorowicz, Dorothea Klein , Ernst Polaczek, Waiter Riezler, Johannes 
Sievers and Hermann Voss. 
102 -See Sammlung Wilhelm Houben, europaische Malerei und Zeichnung des 16. bis 19. Jahrhunderts, ed. by 
C. Brockhaus, (Duisburg: Wilhelm Lehmbruck Museum, 1995): 11-12. 
103 -See Martina Sitt & Hans Schmidt, Auch ein Bild braucht einen Anwalt. WaIter Cohen _ Leben zwischen 
Kunst und Recht, (Munich: 1994). 
104 H' " S - IS CV of 1948 mentions; 'Da meine Tochter des ehemaligen Chefarztes am SHidtischen Krankenhaus in 
'Itettin [ ... ] volljUdischer Abstammung ist, wurde ich in August 1934 gezwungen, diese Stellung aufzugeben', 
nnere Emigration' folder, Kunstgeschichtlisches Seminar, Warburg-Haus, Hamburg. 
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as Carl Georg Heise, later director of the Kunsthalle in Hamburg, who lost his ,curatorial job in 
LUbeck in 1933 because of his position on Ental·tete Kunst. 105 As a last resort, the older 
, 
scholars, like Johannes Sievers, Max J. Friedlander and WaIter Riezler sometimes had recourse 
to early retirement so as to sever their links with the Kulturkammer. 106 In 1946, once the war 
was over, some of the "inner immigrants", such as Arnold Noach and Max Warburg, decided 
to emigrate to Britain. Wilhelm Houben settled down in Britain in 1948 as a result of his earlier 
persecution. All these cases also find their place in this study . For other scholars, the 
circumstances of their dismissal and subsequent reintegration in the Kulturkammer remain 
rather unclear. For instance, Hermann Voss lost his position as Director of the Berlin Kaiser-
Friedrich Museum in 1933 and apparently sought refuge in Britain in 1934. Unable to prove 
that he was suffering from racial or acute political persecution, he returned to Germany where he 
became Director of the Wiesbaden Museum in 1935 and later Second Director of Sonderauftrag 
Linz. In partnership with Director Hans Posse, he became a major actor of the Nazi plundering 
bureaucracy in the Linz Project. 107 
The emigration of art historians does not follow the overall pattern of increasing numbers 
throughout the period. Rather the emigration is shown as being concentrated in specific periods, 
particularly between January 1933-September 1935 and March-November 1938, as Jews were 
being excluded from all cultural activities. 
In general, refugees favoured neighbouring countries or Palestine as their first destination 
in the hope of a cooling down - not to say a withdrawal - of the Nazi regime. 108 Emigration 
factors were influenced economically and the racial element cannot be dissociated from the 
economic factor. Personal factors should also be taken into account, particularly when it comes 
to choosing Britain as a favourite exile country. The personal factor is always difficult to assess. 
However, one might understand that those who hoped to return to their country of origin or still 
105 -Metzler Kunsthistoriker Lexikon, zweihundert Portriits deutschsprachiger Autoren aus vier 
Jahrhunderten, Peter Betthausen, Peter Feist & Christiane Fork eds., (StuttgartlWeimar: Metzler, 1999): 167-
68. . 
106 -This was the case for Johannes Sievers and Waiter Riezler. See 'Gedenken an Johannes Sievers', exhibition 
at Schloss Glienecke, Museums Journal , p.82, July 1992 and Wendland, p .572, 'Waiter Riezler'. Most of them, 
such as Max Friedlander, were forced into retirement, see Michels, 'Transplantierte Kunstwissenschaft. . . ', p.l. 
107 -See Gerhard Ewald, 'Hermann Voss ', Burl. Mag. , vol. 112, n0809, (1970) : 540-41 and J. Petropoulos, Art 
as Politics in the Third Reich, (Chapel Hill & London: The University of North Carolina Press, 1996): 140-43 
& 184-85. Also Friedrich Kestel (University of Bamberg) is writing a Habilitation on art historians who worked 
under the Third Reich. 
108 -See Wasserstei~: 'The British Government. . .', p.69; in April 1934,21,000 refugees had been absorbed by 
France, 10,000 by Palestine, 8,000 by Poland, 3,500 by Czechoslovakia, 2,500 by Holland and a mere 2,000 
had fled to Britain. 
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had family there - as in the case of Pevsner, whose daughter was in a sorry plight in Germany-
should choose Britain. 109 For the particular group under consideration here, otrer factors could 
privilege more specified exile countries. For obvious reasons connected to art, Italy was one. 
France was also a preferred destination for Central European artists until the signing of the 
Munich Accord by the French Premier Edouard Daladier in 1938.110 But unlike artists, very few 
art historians chose France as their destination of choice. It is also significant that in our list of 
art historians, 90% of the emigres came directly to England, while only 9% fled to the UK via 
France. Therefore, Britain was undoubtedly the art historians' favourite haven in the 1930s. 
The emergency charity organisations which were developing in this country III influenced 
this preference, but do not in any way explain why art historians poured into the UK. Britain, 
just like France, had long been a sanctuary for political as well as religious exiles. However, 
nineteenth-century nationalism and subsequent xenophobia had led, just as in the rest of Europe, 
to a tightening of British immigration policies epitomised by the Aliens Act of 1905 and the 
Aliens Restriction Act of 1914.112 Insofar as the Aliens Restriction Act stipulated that only 
foreigners with a sufficient income could enter the UK, Britain already imposed some 
restrictions. But as a result of the Nuremberg Laws of 1935 and the Anschluss, which 
precipitated a much increased flow of refugees, Britain reinforced its restrictive measures and 
made it more difficult to obtain a visa. 113 Apart from the financial prerequisite, the visa applicant 
was also asked for a British guarantor to support his/her case. 
Having said this, one should underline the relatively liberal British policies in terms of 
immigration since it is acknowledged that after the Kristallnacht pogroms and the Munich 
Agreements, public opinion as well as pressure from the Labour and Liberal parties, helped 
moderate these restrictions. I 14 This could partly explain why, in spite of these restrictions, the 
statistics on the overall exile of art historians show that Great Britain was the favourite country 
before World War II. IIS According to Ulrike Wendland, 32.1 % of art historians driven into 
109 -It is significant that 6 scholars out of93 re-emigrated, while only 4 out of 125 who had emigrated to the 
US eventually did so, see Part 1, Chap. 3. 
110 -See Barron, 'European Artists in Exile ... ' , p.15 
111 -See Part I, Chap. 3. 
112 -See Strauss, 'Jewish Emigration . . .', p.352. 
113 B 'E " A' . E ' I ' 16 
- arron , uropean rtlsts In XI e . . . , p. . 
114 -IBDCEE, vol.!, p.xxxiii . 
115 
-Wendland, p.7!. 
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exile chose Britain as their first exile country and 27.4% of them settled here. 116 The US only 
became the chosen country for refugee art historians once the war was over. They ~ranted first 
refuge to 21.4% of art historians but eventually 49.3% of them settled in the States. 
Both historical factors and a lack of structure for art historians 117 help to explain why 
Britain lost its position as a preferred destination, but considering the fact that the UK had a 
restrictive immigration policy, it cannot be denied that the number of art historians who came 
over was very high. Academics belonged to one of the first professional groups which emigrated 
_ some of them, such as Jeno Llnyi, even before 1933 - to neighbouring countries such as 
Austria, Belgium, France, Czechoslovakia, Holland or Switzerland. However, if one refers to 
Wendland's figures, one notices that in the case of art historians, these countries were preferred 
destinations to only 20.9% of the refugees, as opposed to Britain which admitted, as already 
mentioned, 32.1 %. 
Furthermore, the emigration of art historians in the UK is different from the experiences 
of those in other academic professions. Thus, this study will confirm the observations of AJ. 
Sherman, the first historian to demonstrate the extent to which Britain contributed to the well-
being of exiles from the Third Reich. According to Shelman: 
'The standard charges, based on a narrow view of the Palestine problem, of 
the British Government's lack of generosity or indeed of its indifference to 
the fate of refugees from the Nazi regime must receive the verdict "not 
proven'" .118 
If Britain's immigration policy was on the whole restrictive, it remains true nevertheless 
that, in spite of her domestic problems and the political unrest in Palestine at the time, Britain, 
during the same period, helped immigrants more than the US, which enforced quota laws even 
after the Anschluss.119 Besides, all exile groups were not treated in the same manner. Some 
groups, such as children l20 and scholars, were given special treatment. As regards intellectuals, 
some groups, including the art historians, were favoured. As shown by Bernard Wasserstein, 
~ 16 -The percentages refer to the total of all the art historians that she studied. Her figures for Britain are 
Inaccurate, but these percentages should still be considered as significant insofar as her survey is the only overall 
study on this emigration. 
117 -See Part III, Chap. I. 
118 S 
- herman, Island Refuge . .. , pp.264-65 . 
119 -Unlike Britain, the US had voted the Johnson-Reed Bill in 1924 which reinforced an earlier quota law of 
1890. Quota laws made"immigration more difficult than in the U.K. For a comparison of Immigration Policies 
see Sherman, p.265 . 
120 -Witness to this is the Kinderfransport: after Krisfallnacht, the British government allocated 10,000 visas 
to allow Jewish children between the ages of 12 and 16 to enter Britain. See Bader, p.2 1. 
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governmental bodies acknowledged the value to society of vulnerable but talepted intellectuals 
from the very beginning of the crisis in 1933. Wasserstein noticed that at a cabinet discussion of 
, 
the British Government on 12 April 1933, it was mentioned that it would be in the public interest 
to 'try to secure for this country prominent Jews who were being expelled from Germany and 
who have achieved distinction whether in pure science, applied science, such as medicine or 
technical industry, music or art' ,121 The Cabinet's goal was to acquire for Britain the knowledge 
and experience of these intellectuals as well as to 'create a very favourable impression in the 
world, particularly if our hospitality were offered with some warmth' 122. Special 
recommendations were therefore set up in favour of intellectuals by the Home Secretary and 
implemented at customs offices. 
Whether one agrees with this elitist attitude which consisted in favouring the refugees who 
could be of benefit to Britain, this moderates the common view of post-war studies 123 as well as 
of recent research on internment camps which consider that Britain's attitude towards exile 
groups was utterly negative. This does not mean that all immigrants with a doctoral degree were 
equally treated. Indeed, the medical profession - although one of the professional bodies the 
Cabinet wanted to protect - was deemed 'dangerous' as its training was notoriously better than 
that of British medics. 124 
On the other hand, art historians, who were not specifically included in the special favours 
established by the Cabinet, were exceptionally well regarded. It could even be said that they were 
one of the rme examples of intellectual professions which were, on the whole, made welcome by 
their British counterparts. The transfer of the Warburg Institute from Hamburg to London in 
1933 should be seen in this favourable context. Through the Courtauld Institute, senior British 
officials greatly facilitated this transfer. Their interest in the art world caused them to overlook 
the strict immigration policies then operating and, as Gombrich wrote: 'The generosity with 
which the English world of learning received and supported the many refugees from Nazi 
persecution can n,ever be sufficiently appreciated' .125 
121 -Bernard Wasserstein, 'Intellectual Emigres in Britain, 1933-39', The Muses Flee Germany, Cultural 
Transfer and Adaptation 1930-1945, ed. by J.C & e.M. Borden Jackmann. (Washington D.e.: Smithsonian 
Institute, 1983: 250. 
122 -Ibid. 
123 -Martin Gilbert, "Auschwitz and the Allies, (Fe1tham, Middlesex: Hamlyn, 1983). 
124 -F.M. Wilson, They Came as Strangers: the Story of Refugees to Great Britain, (London: Hamilton, 1959). 
125 -Ernst Gombrich, Tributes, Intelpreters of our Cultural Tradition, (Oxford: Phaidon, 1984): 241. 
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2. The Settlement of Emigre Art Historians in the UK 
. 
In Britain, very soon after 1933 refugee organisations aimed at making larger 'scale sanctuary 
possible. Before the war broke out, there were half a million Jews in Germany, 200,000 in 
Austria, and a similar number in Czechoslovakia who were suffering much the same kind of 
oppression. About 46,500 Jewish emigres 1 eventually found refuge in the UK, and including all 
the refugees escaping from fascism, this figure amounts to more than 74,000. 2 2,000 of those 
were persecuted academics, among whom 93 art historians who spent most of their career in 
Britain. Their settlement in the UK, including the ways in which they were helped by charity 
organisations and private individuals, their internment in wartime, and their contribution to the 
war effOlt, will be the main theme of this chapter. 
a. Ambivalence and Altruism: Xenophobia and Aid Organisations 
In the late 1930s, England still suffered from the aftermath of the world economic crisis and 
foreigners were not readily accepted. With the highest unemployment rate ever known since the 
beginning of the industrial era, and numerous strikes, it was difficult for Britain to accept, 
without hesitation, a mass of potential workers coming from the Continent. Moreover, the new 
wave of immigrants, although not the largest in British histolY, was of similar racial origin to the 
previous influx of immigrants which had arrived between 1880 and 1905, when Jewish people 
fled to Britain from Russia. The reaction against immigrants was coupled with a racist response 
epitomised in the creation of several anti Semitic parties, such as the British Brothers' League 
(1901), the Britons (1919), the Imperial Fascist League (1928), the British Union of Fascists 
(1934), and the National Socialist League (1937) . Oswald Mosley and his party members 
seriously disrupted the life of the Jewish community in London - from Mosley's opening 
speech against the Jewish .community at the Royal Albert Hall on 28 October 1934 to the 
dissolution of the British Union of Fascists in May 1940.3 Additionally, from the turn of the 
century onwards, many papers, including The DaiLy Express, The Express, The Morning Post, 
The Times -let a'lone papers with explicit titles like The Fascist, BLackshirt, The Fascist Week, 
and The Patriot - published aIticles with anti Semitic undertones or strong anti-refugee feelings. 
For instance, an article in The DaiLy Express discussing research work undertaken by refugee 
1 -Strauss, 'Jews in German History .. .' p.xx. 
2 -See Fran~oi s Lafitte, The Internment of Aliens, (Harmondsworth : Penguin, 1940, rev , ed. 1988) : viii . 19,000 
Italians also found refuge in the UK. 
3 -c, Cross, The Fascists in Britain, (London : Barrie and Rockcliff, 1961): 38, 
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scholars claimed that 'money [was] being spent on them at a time when many promising British 
• 
research students can find no useful outlet for their activities'.4 
, 
The Aliens Act and Aliens Restriction Act had undoubtedly paved the way for a negative 
official attitude to Jewish refugees from Nazi Germany.5 Thus, refugee organisations had to give 
the Home Office assurance that the newcomers would not under any circumstances be a drain 
on public funds .6 However, on March 14th 1939, the German JewishAid Committee informed 
the Home Office that they were no longer able to guarantee that any German Jewish emigre 
entering the country would not become a burden on the state. This led the government to 
reintroduce the visa system for German and Austrian passport holders. But as Bernard 
Wasserstein pointed out, favourable treatment continued to be accorded to prominent 
intellectuals.? The visa system was introduced even though, in the summer of 1938, President 
F.O. Roosevelt had convened Government representatives at Evian in an attempt to develop 
refugee work in a comprehensive emigration programme. Hence, with the outbreak of war, many 
visa restrictions were ignored, as there was no other place for refugees to go to. Hugo Buchthal, 
who had been offered a two-year fellowship at the Hebrew University in Beymth, only took it up 
for six months and, after the summer of 1939, stayed in England on his non-valid tourist visa.8 
In spite of the restrictions, the Germanophobia, the anti Semitism and subsequent war 
developments such as the internment of "enemy aliens" which the emigres had to endure, art 
historians felt welcome. Helmut Gernsheim, the historian of photography, said that to this day, 
he could not understand how the English could accept from a German and in war-time the 
negative criticism on English photography which he had made in his book New Photo Vision. 9 
As their discipline was not yet institutionalised in Britain, art historians did not take anyone's 
job. Thus, negative reactions were less likely to occur on a professional level and they were more 
readily accepted. Nevertheless, in a more unquantifiable way, negative feelings towards fellow cut 
historians were allegedly expressed. A recent psychoanalytical study of Adrian Stokes' works 
has shown that the English cut critic resented the "invasion" of British academics by the emigre 
scholars of the Warburg Institute who were taking their place. 10 
4 -The Daily E\press, (21 Sept. 1933). 
5 -See Part I, Chap. I, p.37. 
6 -See Bentwich, They Found Refuge . .. , p. 16. 
7 -Wasserstein , 'Intellectual Emigres . . .', p.250. 
8 -Interview with Hugo Buchthal. 
9 -S o Peter, 'Helmut Gernsheim' , Die Zeit (27 July 1989). 
10 -Richard Read, 'Art Criticism versus Art History', Art Histol )' vot. 16, n04, (Dec. 1993): 510. 
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Aid organisations: 
When it comes to problems of refugee settlement, the first aspect which should be mentioned is 
• 
the considerable assistance of the British Jewry - about £lOM in twenty years and £3M from 
the beginning of 1939 to the outbreak of the war, taking into account institutional expenses 
only.11 Even more striking was its tenacity in overcoming many early obstacles to immigration, 
in exorcising wartime panic and prejudice against refugees as, for instance, the Jewish Relief 
Units in occupied Germany faced suspicion from the British Military Government.I 2 In the UK, 
there were three main general refugee organisations which, as in other countries, were 
established by the Jewish community. The first and most important agency to be set up in this 
country to deal with the specific problem of Jewish refugees was the Central British Fund for 
German Jewry, created in 1933. The second, the Council for German Jewry, was founded in 
1936, in response to the Nuremberg laws. 13 The third organisation, the Central British Fund for 
Jewish Relief and Rehabilitation, was created after the war, in 1946. There were many other 
organisations which specialised in different fields, such as the Jewish Refugee Committee, the 
Refugee Children's Movement, and the Jewish Committee for Relief Abroad. Less common 
were the non-denominational organisations for half-Jews or Mischlinge, like the Committee for 
Non-Aryan Christians, or the Trust Fund which supported genuine opponents of Hitler. 14 The 
Austrian Self Aid w~s a communist movement directed by Hilde Mareiner. 15 
The Academic Assistance Council: 
Academics were the first group forced to leave Germany after the Professional Civil Service 
Restoration Act (Gesetz zur Wiederherstellung des BeruJsbeamtentums) of April 7th 1933, and 
it was soon realised that a special aid organisation was needed. The Academic Assistance 
Council (AAC) was created in 1933, primarily as a non-Jewish effort whose aim was to be of 
assistance and to find employment for persecuted Central European academics. This 
organisation helped emigres regularise their position with the Home Office and obtain money 
either through t~eir own body or via the Department of Employment. The AAC, and later the 
, 
Society for the Protection of Science and Learning (SPSL) which was its continuation, aimed at 
helping refugee academics find a position in Britain. With the support of Samuel Courtauld, the 
11 -Norman Bentwich, They Found Refuge, (London: Cresset, 1956): 40. 
12 -See Bentwich, ibid. 
13 -Bentwich, ibid., p.30. 
14 -Henry Jacob inte;view, IWMSA, Artists in an Age of Conflict 1939-1945, accession n09960/7, 1987, reel 4. 
15 -E. Prost, 'Vertriebene Frauen', in Vertriebene Vernun!t, ed. by F. Stadler, vol. 2, (Vienna and Munich: 
JUgend und Volk, 1988): 1079. 
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AAC helped in the removal of the Warburg Institute to London and, as such, became the main 
, 
source of help for emigre art historians. 16 
, 
At the heart of the AAC was the determination of the most prominent members of the 
British academic community. 17 Lord Beveridge, then Director of the London School of 
Economics, initiated its foundation and appointed to the Council two Nobel Prize winners: 
physicist Lord Rutherford as President, and Archibald V. Hill as Chairman. Frederick Kenyon, 
Director of the British Museum, was nominated as co-Chairman. Their activities in connection 
with University Vice-Chancellors were coordinated by WaIter Adams, the General Secretary of 
the organisation, and Esther Simpson, its Secretaty. It joined its efforts with the NotgemeinschaJt 
deutscher WissenschaJtLer im AusLand and their appeals for funds aimed at 'assist(ing) scholars 
and scientists who, on grounds of religion, race or opinion, were unable to continue their work in 
their own countlY' .18 
Nonetheless, anti Semitic attitudes were expressed from within the AAC. A member of the 
executive committee of the AAC quoted Professor Archibald V. Hill - then vice-chairman of the 
AAC and later President of the SPSL - as saying that he 'did not like Jewish academic refugees 
being admitted to British academic life because Jews had the habit of filling their departments 
with Jews'.19 
A substantial proportion of the SPSL fund was given by university teachers or raised by 
them in local appeals. 20 Almost all emigres experienced difficulties in securing acceptance in 
acadernia, due to the world economic crisis of the 1930s, and a combination of Germanophobia, 
anti Semitism, and anti-communism.2 1 At a Meeting of the Association of University Teachers, 
26th May 1933, a resolution was adopted stating that the AUT was 
'ready to co-operate with a view to the temporary accommodation and 
provision of special facilities at British Universities for teachers deprived of 
their posts in German and other universities [ ... ] it being understood that such 
facilities should be provided out of the moneys made especially available and 
that the u~ual channels of promotion in the profession be not thereby 
affected' .22 
16 -See following chapter, pp.63-68, for a discussion of the role of the Warburg and the Courtauld in providing 
help for the emigres. 
17 -For a description of the AAC and its beginnings, see Bentwich, They Found Refuge . . . , p. 17 . 
18 -See Appendices, p.247. 
~8-W . ..,.,id 
- \l~~aflfs~,' iLfle ·Refugee Scholars of the 1930s' , The Political Quarterly, vol. 39, n° I (Jan.-March 1968): 
9. . 
.~ 
21 -See P.K. Koch, 'Refugee Scholars in Britain', History Today, Nov. (1985): 54. 
22 -Wasserstein, 'Intellectual Emigres . . .' , p.252. 
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• 
In answer to this phobia, Home Office correspondence shows that the Academic 
Assistance Council was satisfied that their grants 'will not involve loss of emp>loyment to any 
British subject but will in effect increase the amount of research work which is being 
performed' .23 
British universities were said to be less receptive to foreign-born scholars than those of 
America.24 But the US had endured a tougher Depression and refugee academics had to face a 
world of openly anti Semitic universities. 25 The Depression led to predictable reactions against 
newcomers, especially in the early Thirties. For instance, Wilhelm Valentiner and his colleague 
WaIter Heil, two German art historians who had settled in the US before 1933, fell under the 
resolution taken by the Common City Council of Detroit in March 1930, stating that all city 
workers who were aliens should be dismissed.26 Nonetheless, the situation in the US was on the 
whole more favourable than in the UK, as there were more jobs since art history had long been 
institutionalised.27 
The Society for the Protection of Science and Learning: 
As art history was hardly institutionalised in the UK, it was 'one of the most difficult (subjects) 
to place'28 for the SPSL. Like the Emergency Committee, their sister organisation in the US, the 
AAC and the SPSL had the desire to 'enrich our national education' .29 To this end, it agreed to 
give grants to emigre art historians even if it did not have as many funds as the Emergency 
Committee which actually created posts)O The Emergency Committee founded by Bernhard 
Flexner, worked with Rockefeller Foundation Scholarships which were offered to scholars 
registered at the SPSL. Working in partnership, the three organisations sponsored 62 art 
historians, including 9 women,3! thus making 65% of the help for emigre art historians come 
23 -Sir John Gilmour to Lord Danefort, PRO HO 45/15882666764/37, 1611011933 . 
24 -H. Stuart Hughes, 'Social Theory in a New Context', in The Muses Flee Hitler, ed. by J. & e. M. BOI'den 
Jackman, (Washington D.e.: Smithsonian Institute, 1983): 114. 
25 -Leonard Dinner.stein, Anti Sel11itislll in America, (Oxford and New York: Oxford University Press, 1994): 87. 
26 -M. Sterne, The Passionate Eye, the Life of Williall1 R. Valentiner, (Detroit: Wayne State University Press, 
1980): 182-83. 
27 -See Karen Michels, 'Transfer and Transformation; the German Period in American Art History ', in Exiles 
Gild Emigres, the Flight of European Artists from Hitler, ed. by Stephanie BalTon & Sabine Eckmann, (Los 
Angeles County Museum: Lacma, 1997): 304-1. 
28 -Esther Simpson to the International Missionary Council, SPSL 187, f. 139. 
29 -See Michels, 'Transfer and Transformation .. .', p.307. 
30 -e.g. the Emergency Committee founded, for instance, the post of Stephen Kayser at Berkeley from 1941 to 
1944. See Michels, ibid., p.31O. 
31 -Michels, 'Transplantierte Kunstwissenschaft. . .', p.22. 
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from the original assistance of the SPSL. More individual funds existed, such, as the Carnegie 
and Carl-Schurz Foundations, the Oberlaender Trust, the Dumbarton Oaks Fellowships, the 
Hat'vard Fellowships, the Guggenheim Fellowships, the Institute for Advanced Study in 
princeton and the University in Exile which became the Graduate Faculty of Social and Political 
Science. Also, the Institute of Fine Arts, played a similar part to that of the Courtauld Institute in 
Britain.32 As a result, those who could afford the trip to America could expect a better fate than 
in the UK. 
In 1938, Saxl wrote: 'not a single art historian has found a post over here')3 By contrast, 
in America, scholars like the Tietzes who had made unsuccessful halt in England found a post 
almost immediately. WaIter Adams, acting Secretary of the Academic Assistance Council at its 
inception, suggested that the USA 'concentrated its assistance on older scholars of such 
established eminence that there could be no question of competition with younger American 
scholars')4 However, 50% of those leaving for America among the SPSL correspondents were 
under the age of 40)5 
From 1933 to 1935, the AAC managed to place more than 10% of the 2,000 displaced 
scholars who applied to the organisation between 1933 and 1945 .36 Grants were given to 
support the best scholars in their job-search and to subsidise unpaid positions. Indeed, once a 
position was found, it did not necessarily entitle its recipient to receive a stipend. The famous 
mediaevalist OUo Pacht was made Honorary lecturer in Mediaeval Art at Oriel College, Oxford 
in 1945, but this position remained non-stipendiary until October 1950 and he was temporarily 
subsidised by the SPSL.37 
The SPSL grants were paid at a rate of £182 per annum per capita and £250 per annum 
for married people)8 Grants were given originally for a 3-month period, on the condition that 
the applicant be actively engaged in finding employment. This was laborious in the case of art 
historians and, considering the difficult employment circumstances, many were reminded that 
their grant was nO.ta salary. Occasionally, grants were also awarded to scholars who needed to 
travel for research purposes. Some scholars who could not be placed in the UK, as was often the 
32 -ibid. 
33 -Saxl to SPSL 193, f.5, 12/4/1938. 
34 -Adams, p.11. 
35 H 
- ately-Broad, p.40. 
36 B . h 
- entwlc , They Found Refuge . .. , p. l7 . 
37 -SPSL 190/5, f.5 . 
38 -Bentwich, Rescue & Achievement, pp.46-47 . 
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case with art historians, were sent on lecture tours in the US for six months on a return ticket in 
• 
order to make useful contacts. 39 In such cases, exceptional travelling loans were also granted for 
emigration purposes.40 
Out of 93 art historians, 41 art historians registered with the SPSL, and 76% of these 
received grants; 12 of these 41 scholars emigrated to a second exile country after 1946, which 
means that 75% of these art historians remained in Britain. This is a surprisingly high figure 
when one realises that alt history was a difficult subject to place and that only 601 - or 25% - of 
the 2, 541 scholars registered at the SPSL remained in Britain after 1946.41 This paradox is 
explained by the presence of the Warburg and Courtauld Institutes, as well as by the need to 
create art-related professions in Britain, as this study will emphasise.42 
Other Forms of Help: 
On an individual basis, refugees helped each other. After the invasion of Austria, Otto Demus 
was called out of his official functions at the Office for the Protection of Monuments in Vienna 
and asked to control the issue of export permits in respect of valuables belonging to people 
forced out of Austria. As such, he was able to help emigrants leave Austria with the maximum of 
belongings. Once in the UK, and because he was an opponent to National Socialism,43 having 
worked on the side of the Jews, he gained the sympathy of his fellow art historians. Hugo 
Buchthal secured hi!U a haven in Britain and financial help from the SPSL44 before he was 
subsidised to write a book on Byzantine Art by the Bishop of Chichester.45 Buchthal also 
facilitated Ernst Kitzinger's arriva1.46 
Sir Nikolaus Pevsner's early success in Britain made it possible for him to help other 
emigre art historians. A number of them, such as Susi Lang and Rosa Schapire, worked for 
Pevsner on the Buildings of England . Affluent emigre art historians worked as mentors for their 
colleagues in dire straits. The Austrian aristocrat Count Antoine Seilern, who was also a British 
national, helped his colleagues Ludwig Burchard, Fritz Grossmann, Ludwig Miinz, and 
39 -See Berghahn, Continental Britons, p.78. 
40 -e.g. loan of £25 was granted to Franz Landsberger when he was appointed to his new post at Hebrew Union 
College, Cincinatti. See SPSL 189/5, f.585 . 
41 -Anon ., Fifth Report, (Cambridge: SPSL, 1946). 
42 -See Part Ill. 
43 -See SPSL 186/1, f.ll. 
44 -Olto Demus to Wendland, Buchthal folder, Warburg-Haus, 31/1/1990. 
45 -See SPSL 186/1, f.17 & 47. 
46 -Interview with Ernst Kitzinger. 
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Johannes Wilde. The bond between Seilern and Wilde was that of student anq master47 and 
after his internment in Canada,48 Wilde recovered at the house of Count Seilern.49 
In the US, exchanges with the Continent had been far more developed. 50 Panofsky, via 
Goldschmidt, had had contacts with America. Edgar Wind, from our list, had taught in America 
for 2 years. Furthermore, since the 1920's the Rockefeller Foundation had founded research 
programmes and the building up of some European libraries, especially in Germany, in 
Sozialwissenschaften. Apart from those mentioned in the case of the Courtauld Institute, 
previous contacts with British scholars during pre-immigration times had been very scarce. Few 
were the students who, like Elizabeth Senior, had done research in Central European universities. 
Having studied in Munich, Senior encouraged former Munich student Ernst Kitzinger to come 
and find some employment at the British Museum where she was working as Assistant Keeper 
of Prints and Drawings. 51 She also encouraged Ernst Gombrich when he was writing his best-
seller, The StOty of Art, and helped to obtain Ludwig Miinz's release from internment in 1941.52 
The 'Republic of Scholars' had helped create some contact between the English-speaking 
world and Central Europe. Art History, per se, is an outward-looking discipline, and this 
inclination towards other cultures is certainly an asset which can help to explain the relatively 
good adaptation of emigre art historians in Britain. Roger Hinks, who worked at the British 
Museum, had developed strong links with German-speaking countries and early links with the 
Warburg Institute.53 Kenneth Clark, in his memoirs, speaks with admiration of his discovery of 
Continental art history, which explains his constant defence of refugee scholars in his 
correspondence with the SPSL during the war, when he was working for the Ministry of 
Propaganda. 54 Herbert Read and Anthony Blunt were also referees for many emigre art 
historians. 55 
47 -See dedication by Count Seilern to Julia and Johannes Wilde on a reprint of Seilern ' s article: 'An 
Entombment by Rubens ', Burl. Mag., 1953, kept in the Wilde Archive, Witt Library, Courtauld Institute, 
London : 'With many, many thanks for the great help and the very great encouragement, from your thoughtful 
Antoine, 1711 2/53'. 
48 -See pp.53-54. " 
49 -Bing to SPSL, IS4/5, f.477 , 20/211942. 
50 -Kevin Parker, 'Art History and Exile: Richard Krautheimer and Erwin Panofsky' , in Exiles and Emigres . .. , 
ed. by Stephanie Barron & Sabine Eckmann, (Los Angeles County Museum: Lacma, 1997): 323. 
51 -Interview with Ernst Kitzinger. 
52 -Interview with Ernst Hans Gombrich. 
53 -See The Gymnasium of the Mind, the Journals of R. Hinks 1933-1963, ed. by J. Goldsmith, (Salisbury: 
Michael RusselI , 19S4b~S . 
54 -Kenneth Clark, Another Part of the Wood, a Self-Portrait, (London : John MUlTay, 1974): 109. 
55 -See Appendices, reference letters, p.24S. 
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Many other figures of British cultural life devoted themselves to the well-being of their 
, 
colleagues upon anival. Atthur Popham, Deputy Keeper of the British Museum, helped Pevsner 
obtain a research fellowship at Birmingham in 1934. The same scholar supported lohannes 
Wilde when, as an "enemy alien", he had to face a war tribunal in 1940. 56 After the November 
pogroms of 1938, Franz Landsberger, formerly at the Hidisches Museum in Berlin, was sent to a 
concentration camp and owed his release, in 1939, to the intervention of Lady Murray, wife of 
Gilbert Murray, Co-President of the League of Nations Union and Oxford classical scholar, 
who invited him to stay in Oxford.57 Still in Oxford, Charles Seligman, Emeritus Professor of 
Ethnology at the University of London, helped William Cohn financially via help organisations. 
In a similar fashion, art historian Ellis Waterhouse, through the SPSL, funded the research of his 
colleague lakob Hess from 1939 until his return to Italy in 1948. When art historians were not 
yet established in academia in their countries of origin, it was harder to find help. However, the 
young Buchthal was financially helped by George Hil1.58 
This incomparable example of assistance from the British should in no way hide the fact 
that not all of the emigre art historians received help. In order to continue in the line of art 
publishing, WaIter Neurath received no help from refugee organisations. 59 Art expert Alfred 
Scharf and his wife Gertrud gave German lessons till 1939, as they never received financial 
SUppOlt. Neither did Klaus Hinrichsen, who set up his own company by working as an agent for 
a Swiss medical publishing firm in order to obtain a work permit.60 The fate of women was in 
general more unceltain as will be explained later.61 
The Dutch art historian Arnold Noach, who had lived for years in hiding before his 
emigration to England, did not apply to the SPSL, in spite of his academic profile. Instead, he 
relied on the sympathy of prominent English friends he had known before the war, including the 
writer and aristocrat Lady Cynthia Asquith. 62 In a similar fashion, 1 enD Lanyi had been 
sponsored from his early days in Hungary by a Swiss patroness and later by her son.63 
AssociatioI1~ and leagues of Central European emigres in Britain provided a parallel 
56 -SPSL 194/6, f.265 and p.53. 
57 -Landsberger to SPSL 189/5, f.580, 8/4/1939. 
58 -Hill and C.G. Seligman also subsidised Bruno Cassirer, who had transferred his art publishing company to 
Oxford in 1933. 
59 It · . h 
- n erVlew Wit Eva Neurath. 
60 -Hinrichsen Interview, IWMSA , reel 2. 
61 -See Part I1I, Chap:;2 . 
62 -Personal communication with Maggie Noach, Oct. 30th, 1996. 
63 -Bing to SPSL 515, f.2 , Ist1121l939. 
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network of assistance, even if often they merely acted as morale-boosters for the community of 
refugees. Ernst Bushbeck, whose son was a Nazi, belonged to the Free Austrian Movement. In 
• 
1941, he signed a declaration by the Osterreichische Vereinigungen in Grossbritannien for the 
fight against the Annexation of Austria. 64 Unlike refugee artists, who found a forum in the Free 
German League of Culture - or, for the artists from Prague, in the Artists' Refugee Committee 
_65 art historians did not have a specific organisation apart from the SPSL. 
Sometimes, help came from former colleagues who had been luckier in the US. In this 
fashion, Richard Krautheimer helped Kitzinger obtain an invitation to Dumbarton Oaks and, 
velY likely, obtained his release from internment.66 
b. Internment: Category A, Band C Art Historians 
Unlike the US, which only entered the war after Pearl Harbour, the UK was from the beginning 
involved in the Second World War. The refugees from Germany and Austria were thus in a 
predicament from September 1939, and the fact that the English government resorted to 
internment as a retaliation against the Blitzkrieg proves it. 
Moreover, in the US, emigre art historians did not have to endure the fact that they had a 
'German accent', a difficult stigma to bear in a country at war with one's country of origin. 
Again, the US already had a larger population of citizens of German and Austrian stock prior to 
the war, which actually prevented them from enteling the war in 1939. 
In France, the situation was completely different from what was happening in the U.S. and 
even worse than in Britain. Following the declaration of war with Germany, Germans and 
Austrians were considered highly suspect, and all refugees were later interned without trial and 
turned over to the Nazis.67 
In Britain at least, each case was the subject of an individual tribunal. Not all of the 74,000 
refugees from the Third Reich and 19,000 Italian residents who were on British territory in 
September 1939 were interned. Only 71,600 of the German and Austrian refugees were 
summoned to 121"tribunals whose task was to assess their reliability as aliens, as were 4,000 of 
the 19,000 Italian residents in the UK. Most of the 8,000 Czech refugees escaped this traumatic 
64 -Declaration of3rd/12/1941, Bushbeck folder, Warburg-Haus. It was signed by the many Austrian 
organisations of refugees such as the Association of Austrian Democrats, Austrian Centre, Austrian Communists 
in Great Britain, Austrian Democratic Union , Austrian League, Austria Office, Austrian Women' s voluntary 
Workers, Austrian Youth Association , Council of Austrians, Kommendes Osterreich, and Young Austria . 
65 -See Cordula Frowejn, 'Bildende Kiinstler im Exil in Grossbritannien 1938-1945' , (Frankfurt: unpublished 
D.Phil. dissertation, 1 9~3), microfilm. 
66 Int' . h K' . 
- erVlew WIt Itzmger. 
67 -Lafitte, The Internlllent of Aliens, p.ix & 208 . 
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fate although Lafitte mentioned that about 100 of these 'friendly aliens' were interned because 
. 
they had stated they were born in Austria, referring to the days when Czechoslovakia was Palt of 
, 
the Austrian Empire.68 Categories ranging from A to C were made, distinguishing the very 
suspicious and suspicious aliens (Category A, i. e. 600 refugees and B, i. e. 6,800 refugees) 
from the harmless refugees (Category C, i. e. 64,200 refugees). Two further cross-category 
criteria were distinguished: the "refugees of Nazi oppression" and the "non-refugees". 
Category A and B Art Historians: 
The fact that trials existed does not mean that internment was fair for the 17 art historians who 
were detained. In point of fact, the activity of art historian put three of them in a very serious 
predicament. 
The case of Walter Gernsheim contradicts the new measures the Government took in 
favour of internees in August 1940. After the disaster of the Arandora Star - a liner on its way to 
Canada with 1,500 internees, which was sunk by a Nazi V-boat off the shore of Ireland _69 the 
Home Office issued a White Paper for the release of 'enemy aliens'. Academics were among 
the 19 categories allowed for release according to the White Paper of August 26th, 1940. As 
'scientists, research workers, and persons of academic distinction for whom work of importance 
in their field is available' (clause 8),70 all alt historians should have been released. 
Besides, in addition to the clause on scholars, this White Paper had a special clause (clause 
20) for those who contributed to the development of expOlts to America. WaIter Gernsheim and 
his wife should have been granted an early release on account of both their commercial and 
scholarly activities; before the war they started a scheme under which they took photographs of 
old master drawings preserved in the British collections. Their subscribers were public galleries 
and universities almost exclusively in the VS whom they regularly provided with photographs. 
But because they dealt in photographs, their activities turned them into very dubious individuals 
in the eyes of the authorities. Indeed, apart from the 12 0 ' clock curfew and overnight stay 
restrictions, the enemy aliens of all categories could not own radios, bicycles, maps and [ ... ] 
cameras. Besidet, 'as spy documents were often hidden in photo negatives, the Import Licensing 
68 -Lafitte, p.86. 
69 -Lafitte, p.123. 
70 -See Home Office,. Civilian Internees of Enemy nationality, Categories of Persons eligible for release from 
Internment and Proc;Jure to be followed in applying for Release, White Paper, sections 8 & 20 (October 1940 
revision), CMD 6233, Wiener Library : lists of internees submitted to the British Academy in the case of art 
historians. 
Department put photographs on the censoring list on 22 November 1939. 71 A~ a result, Waiter 
Gernsheim was held in custody until the incredibly late date of 1944, even if a letter from the 
, 
Under Secretary of State made clear that Waiter Gernsheim, on account of his activities with the 
U.S., should long have been released .72 
Continentals were particularly aware of the use of photography in the study of works of 
art, but British officials saw this expertise in a different light. Another indication of this attitude 
can be found in the very late naturalisation of Martin Strauss. In order to convince both the 
SPSL about his ambition to open a photographic studio and the Home Office that he was not 
taking someone else's job, he wrote: 
'The general opinion is, that I will be able to make a good living with art-
photography. I work in a rather "continental" style and therefore there is not 
much competition to fear [ ... ] If, however, I can be given suitable employment 
where I can employ my university-education, I shall accept it. '73 
But obviously the problem lay more in the fact that Strauss had once been a suspected 
alien. He was forbidden to set up a business in photography before 1947 and, according to our 
records, Strauss was not able to find employment in academia where his German Habilitation 
could have been of use. Conversely, photographers who did not have a photo laboratory, such as 
Heidi Heimann, Helmut Gernsheim, and those who worked in film and microfilm services, such 
as Erna Mandowsky, do not seem to have been a particular object of suspicion. 
A very similar case to that of the Gernsheims is that of 10hannes and lulia Wilde, a couple 
of established art historians from Vienna, who found themselves in a predicament partly because 
their art historical activities required the extensive use of photography. In Vienna, Wilde had 
initiated the first X-ray laboratory at the Kunsthistorisches Museum in 1930, and had lectured on 
the application of X-rays to the study of paintings from 1929.74 When the war broke out, the 
Wildes, who had only been in England for a few months, were asked to appear before an 
ordinary Tribunal. 75 As Wilde's command of the English language was still poor, he was 
accompanied by Arthur Pop ham, his English mentor who acted as a translator. As a result of this 
trial, Wilde and his wife were placed in Category C. 
71 -Valerie Holman, 'Art books Against the Odds: Phaidon in England, 1938-50', paper given at the V&A 
conference: The Impact of Art Books, Bela Horovitz, the Phaidon Press and art publishing, 1923-1967, (London : 
7 April 1998). 
72 -Under Secretary of State, Aliens Dept. , Home Office to SPSL 490/4, f.113, 13/9/1 944. 
73 -SPSL 193/4, f.209 
74 -John Sherman, 'Johannes Wilde (1891-1970), , p.97. 
75 -The following is based on a letter by Paul Weiss - companion of Wilde in Canada - to the SPSL, asking 
for the release of Wilde from this camp on account of grave hardship'. SPSL 194/6, f.265 , 18/02/194 I. 
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However, in June 1940, he was summoned to appear on his own in front of the Advisory 
I 
Committee in Aberystwyth, the city to which he was helping transfer the pictures of the National 
Gallery. From the start, the Chairman did not take any notice of Wilde's answerS, very likely 
because of Wilde's knowledge in X-ray techniques rather then because of Wilde's Marxist 
background.76 When Wilde was asked why he had left Austria, he mentioned his Jewish wife. 
But this answer would not do, and he was subsequently asked whether he would have left 
Austria if he had not been married to a Jew. This was a Catch-22 situation to which he could 
only honestly answer in the negative. His negative reply confirmed the unfounded suspicions of 
the Committee. Wilde and his wife were immediately placed in Category B and, after a search of 
their house, were found guilty of possessing three sorts of objects which they used for their 
profession: two pairs of binoculars, which they used in museums where exhibits were highly 
placed, many X-ray photos which were part of Wilde's collection of negatives, and a torch with 
three colours, which was used by Mrs Wilde to give signals to carriages which transferred the 
paintings of the National Gallery to Welsh tunnels. 
As a consequence of this search, the Wildes were placed on a list of "particularly 
dangerous people", in Category A and Johannes Wilde was sent to Canada. There he owed his 
survival to art historian OUo Demus. 77 It was only on account of ill health that the Renaissance 
specialist was not transferred to another Canadian camp designed for Nazi-sympathisers and 
Nazi civilian prisoner~ of war captured from German ships, an irony when one remembers 
Wilde's affiliation to the Budapester Sonntagskreis. Another "paradox" is that the task of 
retrieving Wilde from the camp where he had been placed for espionage fell on Anthony 
Blunt.78 This episode only confirms what Fran<;ois Lafitte wrote: 'the lumping together of Nazis 
and non-Nazis [ .. . ] soon made it clear that measures had been taken which were tinged with 
panic, and which were so wholesale and so lacking in common sense as to extend far beyond 
what national security required'.79 
Deportation to Australia was also reserved for those in Categories A and B, and affected 
two male art historians: Ernst Kitzinger and Martin Strauss. Although they were also 
conditionally released following the White Paper of July 1940, the process was inexplicably 
delayed. In a letter from Kitzinger to Esther Simpson, the mediaeval scholar explains that month 
76 -For Wilde' s background, see Part J, Chap. 3, p.70-72. 
77 -Dennis Farr, 'Johannes Wilde, Obituary', Dictionary of National Biography 1961-1970, p.1075, FaIT writes 
that Wilde owed his survival in the camp to his colleague Otto Demus. 
78 -John Pope-Hennessy, Learning to Look, (London: Heinemann, 1991): 47. 
79 -Lafitte, p.75. 
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after month passed without any change in his position. 80 Kitzinger had to wait for a return ship 
to Britain for nine months81 as the release of all the 'enemy aliens' was only completed in 
, 
1942.82 
The unfair internment and appalling conditions suffered by internees in overseas camps 
were aggravated by this long wait. It took a very long time for some, such as Wilde, to recover, 
and their morale was very much affected.83 Kitzinger wrote to the SPSL: 'I still find it hard to 
accept the blow which internment and deportation have dealt to my hope of doing some useful 
work to help the Allied cause'. 84 Internment was certainly a strong factor in Kitzinger's leaving 
Britain, in spite of his English wife. After this tragic episode and his release, probably obtained 
by Richard Krautheimer who worked for the Office of Strategic Services (OSS) - the 
forerunner of the CIA - in the US, Kitzinger helped the Allied cause for the OSS in the 
Balkans.8s 
The last art historians to be freed from deportation were Otto Demus and William 
Heckscher, in Canada. Had Demus fallen into German hands, he would have been shot as a 
traitor as he had left his official post in the administration of the Third Reich. In Britain, as an 
Austrian non-Jew, he was considered highly suspect by British officials. He did not suffer from 
the hardship of the Canadian climate as much as Wilde, and was able to use his time in 
internment profitably. Through the kind intervention of a Harvard University Professor, he 
obtained the necessary books to finish the work on Byzantine Art commissioned by the Bishop 
of Chichester. Thus, internment and the lack of secondaty material it entailed did not necessarily 
prevent scholars from producing valuable books.86 The numerous Canadian universities were 
also an opportunity for Heckscher who found a position as a lecturer in German after his 
prolonged interment.87 
The Category A cases are exceptional, but it should be emphasised that, because of the 
80 -SPSL 188/9, f.536. 
81 -Interview with KHzinger. 
82 -R.M. Cooper, Ref~gee Scholars, Conversations with Tess Simpsol1 , (Leeds : Moorland, 1992): 166. 
83 -SPSL, 184/5, f.477. Letter of Bing to SPSL, 20/211942: 'We know nothing of Dr lohannes Wilde who, it 
is said, suffered very much from his internment in Canada'. 
84 -Richard Krautheimer, in the US, also worked for the ass as a Senior Research analyst; see Michels, 
'Transplantierte Kunstwissenschaft...', p.250. 
85 -Kitzinger in interview . For other activities of art historians in Intelligence, see p.57 and also Appendices 
p.249. 
86 -SPSL 18611, f.487 :"Erich Auerbach's Mimesis is a good example. See Hilde Zaloscer, 'Wissenschaftliche 
Arbeit. . . ', p.636. 
87 -Wendland, p.299. 
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nature of their discipline, it was always difficult for art historians in category A and B to be 
, 
released under clause 8 of the Home Office White Paper. In itself, the fact that novelist-scientist 
c.P. Snow had even encountered difficulties in convincing authorities of the necessary release of 
refugee scientists is telling about the fate of other non-scientist scholars.88 
Category C art historians: 
Most scholars who had fallen into Category C were released under clause 8, including most 
scholars interned on the Isle of Man (Otto and Eva Benesh, Hugo Buchthal, William Cohn, 
Robelt Freyhan, Mlinz, Pacht, Pevsner, Rosenthal and Strauss). 
Buchthal, Pacht and Hans Meier were interned together at the Huyton and Sefton Camp in 
Douglas, on the Isle of Man. Buchthal recalled; 'The camp was incredibly badly managed but it 
had a library with art books and a popular university. Looking back it was rather fun'.89 Some 
cases, although still very sad, show this better side of the British camps. Still on the Isle of Man, 
the Hutchinson Camp was a real art historical experience for Klaus Hinrichsen. German 
architect Bruno Ahrends started the Hutchinson Camp University and chose Hinrichsen as his 
secretary. The latter was in direct contact with contemporary artists from the same camp, 
including Kurt Schwitters and Fred Uhlmann. Alt exhibitions were put on for the many famous 
artists interned. The Berlin art dealer Siegfried Oppenheimer had begged the Captain of the 
camp to provide art material to artists so as to organise a first exhibition. Hinrichsen organised a 
second exhibition, whjch he recorded in a catalogue and in photographs. 90 Hinrichsen, who 
prutly owes his practical training to this period of his life, remembers: 
'the camp gave ideal possibilities because as a young art historian I knew all 
the artists and in the exhibitions I then could popularise, explain to people 
really what was behind a work of rut and simply that there are traditions out of 
which nobody can escape if you are, say, art historian [ ... ] you really never 
have met people from so many different walks [of life] and you certainly have 
never been called upon to organise things [ ... ] And I found it [the camp 
experience] immensely stimulating and also very educational. '91 
Although this testimony is not the only evidence of constructive work undertaken in 
internment camps, such enthusiasm could also be attributed to the "Golden Days syndrome" 
that one encounters so often in oral history. In fact, regardless of categories into which 'enemy 
aliens' were placed, and even if some had time to devote themselves to scholarship, the new 
88 -See Austin Stevens, The Dispossessed, (London: Barrie & Jenkins, 1975) : 227-28 . 
89 -Interview with Hugd ;Buchthal. 
90 -See illlustrations in Appendices p.265. 
91 -Hinrichsen interview, IWMSA, transcript p.59 and 87. 
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careers of art historians in the UK were very seriously disrupted by the experience of 
, 
internment, which prevented most of them from pursuing their work. 
c. Involvement in the War Effort: 
Fran90is Lafitte wrote that the White Paper which provided for the release of some of the 
internees in July 1940 was motivated by the same attitude as that of a farmer towards his cattle, 
i.e use them or lock them up. 92 Those who were released early or who had not been interned, in 
order to be perceived in a better light in a Germanophobic climate and so as to facilitate their 
naturalisation, did their share of work against National Socialism by becoming strongly involved 
in the war effort. 
On the Home Front, it was not unusual for women to be involved in the war effort. In 
addition to her work at the Warburg Institute, Gertrud Bing worked from 1939 to 1940 as an 
Ambulance Driver for the London Auxiliary Ambulance Service.93 However, as soon as 
internment measures were taken, she had to give up this activity. Charlotte Loose, a former 
Berlin art critic who had struggled against Nazism, joined the armed forces . Ruth Rosenberg 
applied for a job in the Army Pioneer Corps, but was dissuaded from proceeding by a woman 
officer. Instead, she was sent to a training centre to work in an ammunition factory for three 
years, where she learned how to drill and do all sorts of manual work, a far cry from her original 
training in art history and publishing. 94 As a volunteer fire-watcher at the V &A once a week, 
Erna Mandowsky managed to work physically if not mentally for an artistic institution.95 
Similarly, Efim Schapiro and Pevsner were fire-watchers after their release from internment. At 
the time, Pevsner returned the allowance received from the SPSL in 1940 and the restless scholar 
also started to earn his own money as 'a labourer with shovel and pick' ,96 recording his 
observations in unusual essays signed with an "aristocratic" Bavarian pseudonym, 'van 
Ramaduri' , i.e. Sir Garbage Picker.97 Schapiro took advantage of his night shifts to spend his 
early mornings inspecting the bargains that were coming up for sale in auction houses in 
London and thus became an art collector.98 
92 -Lafitte, p.238. 
93 -SPSL 184/5, f.51O, Questionnaire for naturalisation, Nov. 1940. 
94 -Interview with Ruth Rosenberg. 
95 -D. Almenora, 'Die Kunsthistorikerin Erna Mandowsky wird 90 l ahre all' , unpublished paper written for the 
Kunstgeschichtliches Seminar, Warburg-Haus, (Nov. 1996). 
96 -SPSL 191/2, f.163 . 
97 -See unpublished account of Pevsner's war effort experience: 'Schuttschipper-Erinnerungen', Pevsner Papers, 
the Getty Archives, Malibu . 
98 -Bader, Adventures of a Chemist Collector, p.19. 
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It was easier for men to join the Pioneer Corps, though not necessarily for "enemy 
I 
aliens". One could belong to the Corps and still be arrested, as Hinrichsen who was removed 
, 
only after a few weeks. 99 But on 22nd August 1940, Sir John Anderson stated that refugees in 
internment between the ages of 19 and 50 could be released if they agreed to work for the 
Auxiliary Military Pioneer Corps. This non-combatant Corps had, in November 1939, enrolled 
2,000 refugee craftsmen from the Kitchener Refugee Camp in Kent. I 00 The Pioneer Corps 
offered an opportunity for refugees to serve against the Nazis as well as a possibility to obtain 
release from internment. Not evelyone could get in: Hugo Buchthal registered for it, but was not 
accepted. IOI To be allowed to join the Corps, one had to clearly express one's desire to settle 
down in Britain, which was not necessarily the case for the young scholar. 102 
Among the art historians, three joined the Pioneer Corps. Robert Freyhan, a Berlin-born 
mediaevalist who had been persecuted both on account of his racial background and his stance 
against National Socialism after his colleague Richard Hamann, of the Preussisches 
Forschungsinstitut fur Kunstgeschichte in Marburg, was dismissed. Undeterred by his recent 
internment, he renewed his pre-war political stance against Nazism by enrolling in the British 
Army, applying, in the first place, to the Auxiliary Military Pioneer Corps. He was then 
transferred to the Army Education Corps, and applied for a position within the War Office 
arranging Army Exhibitions for which he was not taken. However, records of the SPSL show 
that this body put him in touch with British Intelligence. I 03 
In spite of having been considered a suspicious alien, Martin Strauss was transferred to the 
Royal Army Medical Corps as a "nursing orderly" after his release from internment. His 
primary aspiration was to work as an army psychologist, a secondary specialisation of his, but 
this was deemed too dangerous for someone who had just been released from internment. 104 
Once the war' over, he was denied, as noticed above, a permit by the Home Office to set up as a 
photographer. 105 This experience proves that, in the long run, joining the British Army was not 
the best means of b~coming a British citizen - connections worked much faster. 
After his internment, Hans Gronau also joined the Corps and thus endangered his health, 
99 -Hinrichsen Interview, IWMSA, transcript p.16. 
100 -i.e. the Richborough Camp. Hinrichsen interview, ibid. 
101 -Interview with Hugo Buchthal. 
102 -Stevens, pp.218-21. 
103 -SPSL 184/5, f.467.JJ;i 
104 -SPSL 193/4, f.220-23. 
105 -SPSL 193/4, f.208. 
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which had already been affected by his experience in the camp. 106 Those who w,ere not interned 
and qualified in languages did work of paramount importance for the Monitoring Service at 
, 
Evesham (i .e. the listening and translating Services of the BBC). Such was the case for Bruno 
Adler, Bruno Arnheim, Ernst Bushbeck , Otto Demus, Ernst Kris, and Ernst Gombrich. While 
working at the BBC, for instance, the latter lived one of his most intense experiences. It was he 
who had to translate the top-secret announcement to Churchill of Hitler's death.107 The 
Evesham years and some interesting work experienced in the world of museology will be 
detailed later. 108 
In the US, as there was neither war on their new territory, nor internment measures taken, 
emigre art historians could be involved in the war effort in closer connection with their original 
training. They were strongly involved with the Committee on Protection of Cultural Treasures in 
War Areas, which the American Council of Learned Societies and the American Defense 
Harvard Group created. Wilhelm K6hler worked with the Harvard Group on a list of German 
Monuments, Otto Benesch on Austria and Czechoslovakia, Ellis Rosenberg on the Netherlands, 
Belgium and Luxemburg, Ernst Kitzinger (newly arrived in the US) on Yugoslavia, Bulgaria, and 
Albania. 109 At the Institute of Advanced Studies, Ilse Falk Silvers, Kurt Weitzman, and Erwin 
Panofsky prepared 'maps, lists and handbooks [ ... ] for the distribution to the Armed Forces' for 
the Committee on the Protection of Monuments. 110 Apart from the photographic survey of 
London under the Blitz carried out by the Warburg Institute for the National Building 
Records, I I I no such work on British National Heritage could be undertaken by 'enemy aliens'. 
Ernst Kitzinger and 10hannes Wilde had been sent to Wales to relocate the collections of the 
British Museum and the National Gallery, but this task was, as just mentioned, soon brought to a 
halt with their dep0l1ation. 
The work of aid organisations for emigre art historians and the internment process show 
two sides of the same coin, i.e. the behaviour of the British in war-time towards refugee aliens. 
In the case of art historians, their potential use was surely not exploited. But the encouraging 
f 
help of private ind{viduals of good will, both British and foreign, certainly encouraged many art 
historians to remain in Britain after the war. For instance, 10hannes Wilde, whose reputation was 
106 -See Gabriele Hofner-Kulenkamp, ' Kunsthistorikerinnen im Exil', (Hamburg : unpublished M.A. Thesis, 
1991). 
107 -See Eribon & Gombrich, A Lifelong Interest, p. 61. 
108 -See Part Ill, Chap. 2. 
109 -Michels, 'Transplantierte Kunstwissenschaft. . .', p.250. 
110 -Ibid. , p.249. 
111 -See Part Ill, Chap. 2, p.170, n° 191. 
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sullied and who had been offered a permanent position in the US while he was interned, still 
I 
preferred to return after deportation to the UK, a country where he felt more at ease than 
America. I 12 
The extent of damage that exile caused to private lives cannot be easily quantified. It is 
nonetheless noticeable that older scholars suffered more from the direct consequences of exile, 
be it in internment, or in daily life. Once again Wilde is a case in point, but so is Hans Tietze. In 
his obituary for the Burlington Magazine, Gombrich wrote: 'Exile, which overtook (Tietze) at 
the age of 58, cut deeper into his roots than it did with most other scholars' .113 Similarly in 
1935, William Constable, the first Director of the Courtauld Institute, noticed that Robert 
Freyhan was 'perhaps a little difficult to cooperate with because he has been badly affected by 
his emigration' . 114 Gustav Gliick, who had planned to settle down in Britain where he had been 
able to transfer the whole of his library in 1938, was heartbroken when, in 1940, he left England 
and the work he had started here on Rubens' landscapes. I IS 
Younger art historians were sponsored by the joint policy of the Courtauld and the 
Warburg Institutes. This is without doubt why so many of them stayed in Britain. However, life 
was not a long flowing river and a number of art historians, like Hans Hess, started selling their 
possessions in order to survive, I 16 or considered, like Buchthal, embarking on a new career. I 17 
In spite of this lack of opportunities, emigre art historians in the UK persevered and later 
found niches injobs they created for themselves, as will be detailed later. 118 Just as in America 
where rernigration only applied to 4 out of 125 scholars, I 19 in Britain it only affected 6 older art 
historians. They were mostly Austrians, such as Ernst Bushbeck, Maximilian Ermers, Ludwig 
Miinz, and Kurt Badt, whose careers had been well-established before they left, or a scholar like 
OUo Demus, who had not directly suffered from Nazi persecution. A more unusual case is that 
of OLto Pacht who never seemed to have adjusted to Great Britain and stalted a successful career 
112 -Paul Weiss to SPSL, 194/6, f.265. 
113 - 'Hans Tietze' , Bur!. Mag. , vol. 96, n0618, (1954): 290. 
114 -Constable to Seel;etary of the SPSL 186/5, f.89, 711111935 . 
115 -Gustav GlUck, 'Exzerpt nach Tonbanddiktat, Skizze meines Lebens' (Santa Monica: Publikationswesen, 
1952), and GlUck's autobiography: De,. Weg ZUI/1 Bi/d, (Vienna: Anton Schroll & Co., 1948). 
116 -Hans Hess had to start selling his private collection of paintings. See letter of Peter Burke to Karen 
Michels, Hess folder, Warburg-Haus, 27/06/1992: 'He said he had owned a Klee but sold it in the 1940's to 
survive' . 
117 -In spite of the financial help he received from the Warburg Institute via George Hill, Buchthal considered a 
career as a secretary, interview with Hugo Buchthal. Maximilian Ermers worked as a librarian at Cambridge 
University Library aftei->a difficult experience as a glass worker ete 
118 -See Part Ill. 
119 -These were Otto von Simson, Otto Benesch, Berta Segall, and Ernst Strauss. 
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back in Austria in 1963 at the age of 61. For some Austrian emigres, it was i,nconceivable to 
return to Austria. According to Gombrich, the Austrians, including middle-class Jewish 
Austrians, had a sympathy for the Anschluss. 120 This had been confirmed by a plebiscite, held 
in Tyrol in 1921, which returned a vote overwhelmingly in favour of uniting with Germany.121 
Gombrich admits that for this reason he could never have gone back to 'provincial, 
claustrophobic, bureaucratic' Austria. This was also the position of Leo Planiscig, who remained 
in Florence because there were still problems at the Kunsthistorisches Museum in Vienna, as 
former Nazis were still in charge after the war. 122 
In any case, most of those who remigrated, apart from Badt, were Austrians. It was 
psychologically more difficult for scholars to go back to the realm of German universities. 
Panofsky, when offered the Chair of Art History in Hamburg in April 1946, turned down the 
offer. He wrote to the Director of the Institute for Advanced Study: 'Hamburg seems to be one 
of the few really 'denazified' universities in Germany. I still would like to know how it was 
possible for the scholars now in power to survive through the Nazi regime although their attitude 
was well known and never concealed. ' 123 
)! 
120 -Gombrich interview, IWMSA, reel I. 
121 -Article 88 of the Treaty of St. Germain forbade it and Austria was formed . 
122 -Wendland, p .548 :4~ 
123 -Quoted from Michels, 'Transplantierte Kunstwissenschaft. . .' , p.273. On anti Semitism in post-WWII 
German Universities see Craig, The Germans, p.178. 
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3. Definition of Groups through Employment Pattern 
, 
It is sadly ironic that exile studies should resort so often to classifications when' Nazi methods, 
of which exile was the result, used similar labels to deprive their victims of their identity. I In 
spite of the author's distaste for reductionist classifications, it is nonetheless necessary to give a 
broad image of inner factors which defined possible patterns for emigre art historians. The aim 
of the group and sub-group classification undertaken in this chapter should only facilitate the 
comprehension of subsequent chapters. Apart from the Warburg Institute, these groups should 
not be considered as definitive and jointly planned; they only result from an enquiry into 
employment patterns. 
As emigres from vanous traditions in Art History were influenced by private 
circumstances, they rarely formed groups or organisations. The case of the early members of the 
Warburg Institute who emigrated with the transfer of the Institute is therefore exceptional. In 
exile one can, however, observe the emergence of several other categories, even if they are not as 
clearly defined. Apart from the Warburg and Courtauld group, there is that which could be 
defined as 'the freelancers' , i.e. art historians who were compelled to find employment outside 
the haven which the Warburg circle enjoyed. 
This necessity often resulted from a different approach to art history and a lesser interest 
in the Survival of Classical Antiquity (das Nachleben del' Antike).2 Some scholars deliberately 
chose to do without the help of the Warburg Institute. In a letter about Ludwig Miinz to the 
SPSL, Gertrud Bing says that in spite of her correspondence with him, Miinz had hardly been in 
touch. A different case is that of Ernst Kris, who decided to dedicate himself to psychoanalysis. 
Wolfgang Hermann also remarked that he intentionally chose not to join the Warburg Institute 
in London in spite of his personal friendship with Wittkower.3 Similarly, Max Warburg, son of 
the founder of the Institute Aby, deliberately chose not to affiliate himself with the Institute, in 
spite of his family links and strong friendship with Bing and Saxl. He wrote: 'This marked 
absence of a career has been the result partly of political events, partly of my own free decision 
not to follow the open and obvious course of continuing my father's work at the Institute, which 
1 -e.g. the three main sources consulted for this study: I) International Biographical Dictionary of Central 
European Emigres, ed. by Roder, W.R. & H.A. Strauss, 3 vols., (Munich, New York: Saur, 1980, 1983),2) 
UIrike Wendland, 'Verfolgung und Vertreibung deutschsprachiger Kunsthistoriker im Nationalsozialismus, Ein 
biographisches Handbuch', (Hamburg: unpublished D.Phil. dissertation, 1995),3) Gabriele Hofner-Kulenkamp, 
'Kunsthistorikerinnen' -tll Exil', (Hamburg: unpublished M.A. Thesis, 1991). 
2 -For a discussion of this term, see p.125, n029. 
3 -See Richard Candida Smith, Wolfgang Hermann: Journey fro/11 Berlin, tape N°4, side 2. 
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could not be in better hands than it is now. By this decision I gained in human and artistic 
, 
experience. '4 
The freelancers can be roughly divided into three sub-groups, comprising a heterogeneous 
group, Marxists, and women art historians. Although the latter do not constitute a group per se 
as they did not share a common methodology, they nonetheless belong to a category of their 
own. Their determined attempts to remain within the realm of art history in spite of the loss of 
direct employment in the field proves it.s 
a. The Warburg Institute in London and its Early Structure 
In retrospect, although the Warburg Institute appeared to be 'one of the greatest glories and 
most characteristic expressions of the Weimar spirit',6 in Germany and later in England it 
worked in 'serene isolation'.7 
The Warburg Institut was among the few institutes which were fully transferred abroad. 8 
Although Peter Gay pointed out that even though there was nothing inherently Weimar-
Republican about the founding of institutes such as the Psychoanalytisches Institut in Berlin and 
the Deutsche Hochschule fiir Politik he nonetheless remarked that what was special about these 
institutes was their incredible quality and the fact that they housed a high propOltion of Jews.9 
Its transfer has already been related in detail but, within the context of the present work, its 
institutional relationships with British academia should be emphasised. Initially, the links 
between Italy and the Warburg Institute in Hamburg were much stronger than those with 
England. IQ Bing wrote: 'In 1928-29, Warburg stayed in Italy for nearly a year, and so close 
were relations with the Italian and German scholars in Italy that the question of whether the 
4 -Max Warburg to the University of Nottingham, Correspondence, Box 1956-W, Private Papers, Warburg 
Institute, 4/0211956, p.2. 
5 -Besides, as Michels' work on the American side of the problem was criticised for its sexist approach, it has 
been considered wise to address this issue. Interview with Karen Michels. 
6 -Peter Gay, Weilllar Cultllre, (Westport, Conn .: Greenwood, (1968, rev . ed. 1981): 31. 
7 -Ibid., p.34 and interview with E.H . Gombrich. 
8 -Gay wrote that only the Warburg Institut and the Institut fiir Sozia/forschung in Frankfurt -later called the 
Frankfurt School after its transfer to New York - were fully transfelTed abroad. But actually, the Innsbruck 
Faculty of Theology was also transferred to Sitten, Switzerland and the Anthropologos Institus, now in Bonn, 
moved from Moedling to Posieux, Canton Friburg, Switzerland. This was kindly indicated by Prof. Or. Marcus 
Vinzent, organiser of the forthcoming symposium: "Theologen im Exil - Theologie des Exils?", 17-19 Nov. 
1999, Institut fUr Europai'Sche Geschichte, Mainz. 
9 -Gay, p.30. 
1Q -Saxl, 'The History of Warburg 's Library', p.335 . 
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Institute should not be transferred to Rome was seriously discussed'. I I Saxl' ~ aim was to 
transform the Warburg Institute into an international research centre, reflecting the cosmopolitan 
, 
atmosphere he had experienced during his year at the Austrian Institute in Rome in 1912. 
In 1926, encouraged by Warburg, Saxl undertook research on some astrological 
manuscripts in the libraries of Cambridge, London and Oxford. As a result of this, strong links 
with British scholars began to be forged . 12 This connection found concrete expression in the 
organisation of the England und die Antike conference in Hamburg in 1930.13 Whilst 
organising this conference, Saxl had privileged contacts with Enid Welsford, from the Courtauld 
Institute. 14 The Bibliography of the Survival of the Antique, prepared by 40 scholars, reflected 
the international aspect of the institute. IS 
It was after the "boycott day" of 1 April 1933 that Raymond Klibansky, a scholar from 
Heidelberg, urged the Warburg Institute to relocate abroad. 16 In May 1933, Edgar Wind started 
negotiations in London with Professor Charles S. Gibson, member of the AAC. Gibson went to 
Hamburg to investigate the state of the Warburg Institute. I? The Netherlands, with its more 
lenient immigration policy, might have seemed a safe and culturally amenable refuge and it also 
made an offer to Saxl. I8 However, the offer from the University of Leiden proved insufficient, 
and Saxl had to turn it down.l 9 The U.S. and Palestine were two other destinations favoured by 
the Warburg family,20 but the most attractive offer came from Britain. Acting as an anonymous 
donor, industrialist Samuel Courtauld expressed willingness to match the funding of the 
Warburg family, who had decided to meet 50% of the maintenance costs of the Institute for 
11 -See e.g. Gertrud Bing, 'Fritz Saxl , a Memoir' in Fritz Saxl: a Volume of Memorial Essays from his Friends 
in England, ed. by. DJ. Gordon, (London : Thomas Nelson & Sons Ltd ., 1957): p.20; Bernard Buschendorf, 'Auf 
dem Weg nach England: Edgar Wind ' und die Emigration der Bibliothek Warburg' , Portriit aus Biichern, 
Bibliothek Warburg & Warburg Institute, ed. by M. Diers, (Hamburg : Dolling und Galitz Verlag, 1993) 85-128 ; 
Fritz Saxl , 'The History of Warburg's Library ', in Ernst Gombrich, Aby Warburg: an Intellectual 
Biography, with a lI1ell1oir by Saxl on the HistolY of the Library, (London: The Warburg Institute, University of 
London, 1970) and E.M. Warburg, Annual Report: 1952-53, (London : Warburg Institute, 1953). 
12 -Bing, p.38. ; 
13 -Ibid., p.20. 
14 -Ibid., p.2 1. For further details on the creation of the Courtauld, see pp. 144-4 7. 
15 -Sax1, 'The History of Warburg's Library', p.335. 
16 -Raymond K1ibansky, 'L ' Universite Allemande dans les Annees Trente, Notes autobiographiques ', 
Philosophiques, Montreal, Quebec, vol. xviii, n02, (1991) : 154. 
17 -Interview with Mrs Edgar Wind. 
18 -See Pa1mier, p.217. '4;; 
19 -Saxl, 'The History of Warburg's Library', p.336. 
20 -Osbert Pyke, Foreign Office to British Council, Hamburg, PRO, FO 370/437/L5111446, 7/09/1933. 
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three years,21 as well as financing its physical remova1.22 
After overcoming many hurdles, the Institute and six members of its original staff (the 
, 
Director Fritz Saxl, the Secretary Gertrud Bing, the Vice-Deputy Edgar Wind, the Librarian 
Hans Meier, the photographer Otto Fein and the assistant Otto Kurz) were transferred to 
London. The Institute was soon overflowing with emigres who were 'there to find at least a 
sympathetic hearing and useful advice',23 
The Warburg Institute made a number of art historians welcome in England,24 allowing 
them to earn a weekly salary of £5 (£250 per year) for research work, and enabling them to be 
independent of refugee organisations until after the outbreak of the war.25 For young art 
historians who had known a similar system of research fellowships on the Continent, the 
Institute was a real home, even though those with a full-time position, like Gombrich,26 were 
rare. Such aid was not always attributed to art historians. Apart from Gertrud Bing who had 
studied philosophy, Hans Meier - who, with Otto Fein, died tragically at the Institute during the 
Blitz of 1941 - was, for instance, a classicist. 
The Warburg's new policy of employing young scholars was not regarded as realistic by 
Edgar Wind. In a letter to Gertrud Bing, Wind explained that he opposed the Institute's plan of 
keeping a "floating population" of scholars rather than making standing appointments : 
'At the root of the problem is the old question which I put to Saxl some years 
ago [00'] Is the Warburg Institute to be run primarily as a charitable institution 
for relieving - by more or less small pittances - the plight of distressed 
scholars? Or is its primary aim the development of a particular scientific 
method by scholars committed to this form of research, whether distressed or 
not? Both aims are honourable if they are kept apart [00 '] Too many of them 
have felt - not unjustly - that the assistance given to them was not sufficiently 
disinterested [00 '] By your ambiguous and self-deceptive policy in these 
matters, both you and Saxl have substantially contributed to the increase of the 
intellectual proletariat. And in my opinion this is a crime.' 27 
)t' 
21 -The three-year period was resorted to in order to avoid problems of taxation and foreign exchange claims from 
Nazi Germany. After these three years of support, Samuel Courtauld granted assistance for a further seven years, 
i.e. until 1943. See Warburg, 'The Transfer. . .', p.14. 
22 -Osbert Pyke to British Council, Hamburg, PRO, FO 370/4371L511/447, 7/0911933. 
23 -Gombrich, Aby Warburg , p.2. 
24 -See Appendices, list, pp.241-246. 
25 -Interview with E.H. Gombrich. 
26 . .~. . . 
-Gombnch was askea to prepare the editIOn of Warburg's works. 
27 -Wind to B ing, Box : Wind Correspondence 1936-1946, Confidential, Warburg Institute Pri vate Papers, 
15/06/1945. 
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At the time, Wind was Neilson Research Professor at Smith College and benefited from 
the American habit of appointing older scholars,28 The Warburg policy was the opposite since it 
encouraged young researchers. In a letter of Saxl to the SPSL about the pending immigration of 
the Tietzes, Saxl wrote in 1938 'we must do what we can for the younger generation' ,29 
expressing his opinion that help should be given only to unestablished scholars - and therefore 
not to established academics. In the same letter, Saxl explains that they had just exhibited Jeno 
Lanyi's Donatello photographs 'with a view to helping him with regard to his future career.' 
Throughout the war, the Institute had tried to satisfy the authorities with their involvement in the 
war effort by organising popular exhibitions and publications. 30 Wind also reacted to this 
policy, which conflicted with the Institute's original aspirations to a very high degree of 
scholarship.3 l 
Even apart from the Institute, the Warburg family played a great part in helping refugees. 
In America, Felix Warburg was President of the Jewish philanthropic organisation 'Joint 
Distribution Committee of America', and was involved at the inception, with Bernard Flexner, of 
the Emergency Committee. In England, Anita Warburg helped women such as Ruth 
Rosenberg,32 among the art historians, and was influential in finding work for Ernst Kitzinger, 
along with Elizabeth Senior, at the British Museum.33 Bearing these cases in mind, as well as the 
fact that Saxl had a friend in the Home Office who saw to the integration and naturalisation of its 
members,34 it is clear that the Warburg Institute deliberately acted in the manner of an aid 
organisation. 
Although philanthropy characterised much of the early work of the Warburg Institute in 
London, it was still a research organisation. From the start, the Warburg Institute was home to 
an interdisciplinary group, but all researchers attempted to act as trustees of a repository of 
human experience, i.e. the Survival of Classical Antiquity . In exile, the Warburg remained 
interdisciplinary ';Yith, apart from the art historians, members trained in philosophy such as Wind 
, 
and Bing. Later, it became the home of archaeologist Henri Frankfort, Director of the Institute 
28 -Wind to Bing, Box Wind's Comespondence 1936-1946, Private Archives, Warburg Institute, 15/06/1945. 
29 -Saxi to SPSL 193/5, f.17, 12/4/1938 . 
30 -See Part Ill, Chap. 2. 
31 W' d B' 'b'd 
- 10 to 109, I I . 
32 -Interview with Rli rh Rosenberg . 
33 -Anita Warburg to the SPSL 188/9, f.351, 14/1/1936. 
34 It' . h 
- n ervlew Wit Hugo Buchthal. 
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after Saxl's death in 1948 and numismatists like Alphons Julius Barb, who was interested in 
I 
magic and gnostic symbolism.35 
, 
This interdisciplinarity was enhanced by the fact that its members came from different 
intellectual traditions within their disciplines. Despite this variety of traditions, the work of the 
Warburg remained particularly indebted to the Vienna Schoo1.36 Saxl, after all, had been 
educated there. Both the Vienna School and Warburg's heritage were informed by a marked 
attention to psychology; during his university years, Warburg had fallen under the spell of 
lecturers with a strong interest in psychology, such as Karl Lamprecht, and in new 
psychologism, such as August Schrnarsow.37 As Martin Seiler has shown, the Vienna School of 
art history became integrated into a more complex intellectual structure with Schlosser's 
Crocean interest in the history of language as cultural history. This paralleled Warburg's study 
of intellectual history and its Cassirian notion of 'symbolic form'. Indeed, the systems of 
Warburg and Schlosser both derived from cultural philosophies of universal linguistic or 
symbolic expression. Following in their footsteps, members of the Warburg Institute had a 
diversified heritage, even if only two of them - Saxl and Linyi had actually studied both in 
Austria and in Germany. 
Among the people working for or in connection with the Warburg Institute before and 
during the War, many were the scholars who, often after a study-tour in other German and 
Austrian universities, had graduated in Berlin, Cologne, Hamburg, Munich and in Vienna. 38 The 
strong presence of students from Munich is interesting. Apart from Jacob Hess, who had 
graduated under Heinrich Wolfflin, all the other scholars from Munich had been trained by 
Wilhelm Pinder. The latter was deeply resented at Hamburg because of the nationalist 
implications of his Geistesgeschichte which he used and which was increasingly seen as the 
main school of art history ih 1930s Germany. Regionalism in the arts and a focus on German 
tribes and regions, a trend initiated by Paul Clemen at Bonn, was beginning to emerge as the 
main task of art history. Similarly, Pinder believed that the history of art had now become aware 
of 'the special achievements of Gelman art'.39 
35 -The present survey focuses on the development of art history in Britain and will therefore not include 
references to works from outside this discipline. 
36 -See Martin Seiler, 'The Vienna School of Art History in Exile and the Warburg-Institute in London', in 
Vertriebene Vernunft : Emigration und Exil osterreischischer Wissenschaft, ed. by F. Stadler, vol. I, (Vienna 
and Munich: Jugend und Volk, 1988): 625. 
37 -Gombrich, 'Aby Warburg', p.37. 
38 -Appendices, list pp.241-46. 
39 -Quoted from Michels, Transplantierte KUI1Sf\,vissenschaft . .. , p.214. 
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, 
Pevsner, who had studied under Pinder, never joined the Warburg and thus must be 
, 
included among the freelancers. However, some of Pinder's students, such as Helmut 
Gernsheim, leno Linyi and Ernst Kitzinger, still joined the team of the Institute. Equally 
numerous were the students who had studied in Hamburg, such as Gertrud Bing who, like Edgar 
Wind, studied under Ernst Cassirer, and Hugo Buchthal and William Heckscher, who were 
supervised by Erwin Panofsky. RudolfWittkower came from the Goldschmidt-Schule in Berlin, 
while Kurt Badt was the only scholar trained in Freiburg. The most strongly represented group 
was that of the Viennese, starting with Fritz Saxl, who studied under Dvorak before completing 
his Habilitation in Hamburg. Gombrich, Pacht, and Kurz had studied under Schlosser while 
Demus was supervised by Strzygowsky. 
For historical reasons, the Warburg Institute and the Courtauld were clearly connected and 
those who found a position in these institutions, such as Friedrich Antal, Peter Brieger, Robert 
Freyhan, lohannes Wilde, and George Zarnecki, should be considered not as freelance art 
historians but as part of an institutionalised group closely connected to the Warburg Institute. 
Moreover, Warburg members often worked on the premises of the Courtauld Institute. 4o The 
Warburg Institute played a strong academic role, especially via its influence on the Courtauld 
Institute.41 It became 'a home from home'42 for the emigres who could undertake research in 
similar conditions as in their original country. If only 21 % of the emigre art historians could 
integrate the Warburg, the presence of this Institute and its allegiance with the Courtauld were 
decisive factors which influenced art historians in their decision to choose Britain as a country of 
preference. Thus the Warburg Institute acted as a catalyst for the immigration en masse of other 
rut historians to Britain. 
b. The Freelance Emigre Art Historians: the Example of the Marxists and the 
Women 
The fact that 79% of the persecuted art historians did not affiliate with the Warburg Institute 
legitimises not onli the study of their work patterns, but also a survey of the freelancers' 
, 
influence outside academia.43 The majority of emigre art historians were part of a more diverse 
category, which could be described as a freelance group. This group includes all those art 
40 -See Part III, Chap. 1, p.156. 
41 -See Part Ill, Chap. rh 
42 -Hately-Broad, p.53. 
43 -See Part Ill. 
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, 
historians whose subjects did not fit in with the interests of the Warburg,44 and thos,e who could 
not find a place there. These were especially the Marxists and the women. 45 Those who 
emigrated after 1945 also fall into this category, as by then it was even more difficult to be 
included in the institutionalised circles. 
At the same time, this group is more cosmopolitan and does not just include German, 
Austrian and Hungarian scholars,46 but also Belgian, Russian, Dutch, and Czechoslovakian 
intellectuals. Also included in this category are those who simply transited, possibly because 
they had not managed to get involved in any structure.47 Most of the members of this group 
later obtained academic posts in the U.S. 
Due to the lack of institutional structure in the U.K.,48 lecturing was a very unusual 
occupation for the freelancers during the first ten years of immigration. Becoming a fully-
fledged academic without being part of the Warburg or the Courtauld Institutes proved an 
obstacle course which was only overcome, before or during the war, by Nikolaus Pevsner. 
As a result, the freelancers strayed from their initial interest in art history. This makes it 
difficult to find employment patterns in this categolY although those who stayed in the U.K. 
mostly remained in or entered the art trade,49 book trade or publishing houses or,50 in more 
unusual cases, the museum world.51 Some freelancers were affluent enough not to need to work. 
It was the case for Bruno Ftirst who had married into a wealthy family; for Count Antoine 
Seilern, as previously mentioned,52 and for Max Warburg who was granted generous financial 
support from a small syndicate of relatives. 53 Wolfgang Hermann's case was slightly different, 
it was only after retiring from the management of a zip factory, thanks to the compensation 
pension received after the War from the German state, that he resumed his scholarly activities 
and lectured privately. 54 Being an independent scholar was also possible for Josef Hodin who 
44 -See n03, p.62. 
45 -However, there are exceptions here, like Kurt Badt who specialised in British nineteenth-century art and 
worked in the Warburg Institute circle. 
46 -A major exception ii this pattern is that of Professor Zarnecki at the Courtauld who was from Poland. 
47 -Arnheim, Otto Benesch, Brieger, Gliick, Gundersheimer, Landsberger, Van Puyvelde, Rapp, Sceyer. 
48 -See Part IU, Chap. 1. 
49 -Among the men: Burchard, Delbanco, Fischel, Otto Frohlich, Goldscheider, Hans-Dietrich Gronau, 
Grossmann, Hell, Hinrichsen, Kauffmann, Schapiro, Alfred Scharf, Edmund Schilling. 
50 -Men: Houben, Neurath, Sceyer, Steinberg, Weil. 
51 -Men: Cohn, Grossmann, Schubart. 
52 -See pA8. ' .i1:r 
53 -Ron Chernow, The Warburgs, (London: Chatto & Windus, 1993): 511. 
54 -Candida Smith, p.112. 
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had had a previous career in the diplomatic service prior to his late emigration to ,Great Britain.55 
Because their achievements were more practical than intellectual, their contribution to the British 
, 
art world will be mainly studied in the last section of this work. However, some characteristic 
work and exile patterns applied to Marxist and women art historians, which is the reason why it 
has been deemed necessary to make special studies about these freelancers. 
The Sonntagskreis Members: 
The Marxists differed from the art historians at the Warburg as they were not interested in the 
Nachleben of the Antique. Instead they focused more on a socially-based art analysis. The 
Marxist art historians were not part of a well-defined group and are therefore difficult to trace. 
For instance Ernst Wiisten who graduated in Hamburg, is one of the most obscure people in our 
list. He must have had Marxist leanings as he "remigrated" to the GDR after the war, but very 
little else is known about him. But what is sure is that Marxism implied different exile patterns 
and circles which influenced the emigres' subsequent activities. 
Among the left-wing art historians, the Hungarian group stands out. Friedrich Antal, 
Arnold Hauser and lohannes Wilde were of Hungarian origin and had belonged to the 
Budapester Sonntagskreis. This circle of intellectuals was led by the Marxist literary critic 
Gyorgy Lukacz, and seconded by film theoretician Bela Balasz. The Sonntagskreis met in 
Budapest on Sunday afternoons, hence its name. Its participants had very different political 
positions, although an 'ehrliche Beichte' was a prerequisite.56 During the Hungarian Soviet 
Republic of 1919, some of the most devoted Sonntagskreis members took part in the 
Direktoriumjiir Museum- und Kunstangelegenheiten under Lukacz, who had become the new 
Minister of Culture in the Bela Kun government. Antal, as Director, and Wilde, as his 
collaborator, directly contributed to the nationalisation of privately-owned collections.57 The 
Marxist ideology privileged action and the work of these Hungarian art historians testified to it. 
In this sense, their life before exile differs from that of non-Marxist art historians. 
After the Liberal and Soviet Governments had failed , the Sonntagskreis members had to 
emigrate in order fro avoid problems with the new military regime led by Admiral Horthy.58 
Antal, Hauser and Wilde all left for temporary study trips to Italy before finding a more 
permanent countly of exile. Compared to the non-Marxist art historians, the Hungarian Marxists 
55 -Wendland, p.338. 
56 -Theodor Venus, 'Bela Balazs - Filmtheorie im Exit' , in Stadler, p.866. 
57 -Wendland, p. IO. >.if~ 
58 -This conservative regime maintained the nobility in power and reinstated emergency laws against the Jewish 
bourgeoisie. 
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were twice exiles. In Budapest, the lives of the Hungarian Marxists were marked by their 
, 
involvement in the Avant-Garde movement. Their first stage of exile had somewhat inaugurated 
their alienation from this lifestyle. In Vienna, the reconstructed Sunday Circle became more 
exclusive, choosing to exclude some of its previous members, such as sociologist Karl 
Mannheim.59 It is not known whether Wilde still remained a staunch member of this circle, but 
Hauser certainly did. 
Antal first went to Italy where he had difficulties getting along with Roberto Longhi.60 
Before emigrating to Britain, he remained a politically active Marxist and travelled to Russia for 
six weeks in 1932 where he met Karl Radek and Boukharine.61 He became one of the main 
contributors to the Kritische Berichte edited by Wilhelm Pinder and Georg Swarzenski. He was 
also lecturing on a private basis as, in spite of the climate of change under the Weimar Republic, 
the majority of the professorate had remained unchanged with the fall of the Empire and this 
stagnation implied that most Marxist scholars were denied the right to teach at universities 
during the Weimar Republic.62 
Hauser also continued his studies in Berlin for some time. He left Berlin in 1923 after the 
pro-communist government of Saxony was removed from power, and settled in Vienna where he 
worked as Publicity Manager for a film company before becoming, two years before the 
Anschluss, lecturer in Cinema Theory and Techniques at the Wiener Hochschule. As for Wilde, 
he settled in Vienna where his friend Karl von Tolnay was studying. 
Unlike emigre artists who fled cultural persecution in the early years of the Third Reich, 
Marxist art historians found refuge in Austria and in Czechoslovakia, which had become the 
home of left-wing parties after 1933. From 1937, however, the Czech government limited the 
freedom of political parties, and a year later the Germans marched into Czechoslovakia and 
Austria. Before the beginning of the world conflict, 30,000 political emigres had left Central 
Europe.63 
In Britain, the Memorandum to the Cabinet Committee on Alien Restrictions of 7 April 
1933 stipulated tha{~refugees 'prominent in the Communist movement [were] known, and would 
be excluded by the Immigration Officers' .64 Nevertheless, just like many other staunch 
59 -Kettler, p.38 . 
60 -Zeri , F., J'avoue m'etre frol11pe, (Paris: Gallimard, 1995): 43. 
61 -Zeri, pAS. 
62 -Craig, p.176. 
63 -Werner Roder, 'Th~$Political Exiles : their Policies and their Contribution to Post-War Reconstruction ' , in 
IBDCEE, ii, (part I), p.xxxi . 
. 64 -Quoted from Wasserstein, 'The British Government and the German Immigration 1933-45', p.68. 
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communists Antal and Wilde were not prevented from settling down in England in 1933, and 
, 
1938, respectively. This further demonstrates that the Home Office relaxed its policies, 
especially towards intellectuals, even before 1939, when it annulled this memorandum. 
In Britain, the former Sonntagskreis members took great care to hide their involvement in 
Communist activities. By excluding such activities from their C.V.s, they eased their arrival into 
Britain and were not suspected of Communist sympathies. Not surprisingly, they soon became 
teaching members of the Courtauld Institute under the chairmanship of Anthony Blunt. Wilde, 
the least political of the three in his writings, established a circle of his own disciples which did 
not mingle with the Warburg Institute.65 In England, Antal was still relatively isolated because of 
his ideological stance maintained in a country which denied his Marxist polemic talents any 
outlet.66 He gave only occasional lectures at the Comtauld and led a meagre existence, in spite of 
his involvement in the VoLksfrontbewegung where he found friends and supporters.67 His 
importance in art history was recognised by the international community of art historians but he 
never became widely influential. 68 As for Hauser, he owes his present reputation to the 
invaluable help of Karl Mannheim, with whom he had retained strong links.69 Mannheim 
established sociology in Britain as a respectable academic discipline through the International 
Library of Sociology and Social Reconstruction, a publishing venture which was to become part 
of the institutional structure of post-war British sociology and to which Hauser, Helen Rosenau 
and Alma Wittlin contributed. It was for this series that Hauser embarked on his SociaL History 
of Art, an enterprise which took him ten years to complete. 
The German Marxists 
The lack of formal organisations made individual contacts of primary importance for the 
Marxists, especially if they were not from the Sonntagskreis. One resource for some Marxists 
was Arnold Klingender (1907-1955). A British art historian educated in Germany, Klingender 
65 -John Sherman interviewed by Karen Michels, Feb. 1991, Warburg-Haus, University of Hamburg, Wilde 
Folder. Wilde became a close friend of Kenneth Clark. 
66 -John Berger, 'FriedIjch Antal- A Personal Tribute', Burl. Mag., vol. 96, n0617, (1954) : 259-60. 
67 Z . .' 
- en, p.44. 
68 -Zeri, pp.43-45 ; ' la person ne qui m'a sans doute le plus ouvert aux relations de I'art et de son contexte, de la 
figuration et de la societe, I'historien Frederick Antal [ ... J C'etait un personnage d'une gran de lucidite -- il ne 
s'aveuglait pas sur les faiblesses et les defauts du communisme -- parfois assez arrogant, mais d'une extreme 
generosite intellectuelle. Sa rencontre me stimula enormement, m'ouvrant a I'importance des rapports de I'art et 
de la societe, des elites et des couches populaires; c\ivage qui me semble essentiel pour I'appreciation de I'oeuvre 
d'art; au point que j'adoptais moi-meme, entre 1948 et 1952, une analyse Marxiste de I'histoire [ ... J 
I'enseignement d'Antal e~les textes qu'il me revel a restent toujours vivants pour moi. Le relatif oubli dans lequel 
est tombee son oeuvre, vi~ime des visions partisanes et des simplifications critiques, me parait veritablement 
scandaleux.' 
69 -In Kettler, foreword by Peter Hamilton, pp.7-9. 
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acted as an intermediary between the Central European Marxists and the British art world. 70 He 
, 
had a deep admiration for Friedrich Antal, as mentioned in his preface to Goya and the 
, 
Democratic Tradition, and throughout his book on Hogarth.71 Closely connected with artist 
John Heartfield and the Uhlmanns, with whom he lived until 1943, Klingender was much 
involved in the activities of The Free German League of Culture, which his housemates had 
founded. 72 
Hans Hess was also involved in the German Kulturbund. He contributed to Inside Nazi 
Germany, a journal published by the Friends of the German People's Front and the Group of 
the German Opposition (together with Herutfield, Kuczynski and Albert Meusel). 73 He was also 
in close touch with refugees from the Spanish Civil Wru',74 
The only woman Marxist art historian from our list was Helen Rosenau. She was one of 
the first women to get a Habilitation in Art History, but in exile she was compelled to register 
for an English Ph.D. in order to gain recognition. Not surprisingly, for this second Ph.D., she 
decided to study the social position of women in art, under Karl Mannheim. 75 In this work, 
Rosenau argued that art uncovers the increasing importance of women in social life. Her 
teleological approach drove Rosenau to assert, for instance, that in portraying women, there 
would be a 'resuscitation of the marriage portrait',76 She underlined the fact that in war-time, 
'total war includes women of all classes, [ ... ] not only as sufferers but as active and organised 
members of the forces', as shown in Russian revolutionary posters.77 
Emigre Women Art Historians and the British Art World 
Like Rosenau, emigre women art historians faced a different fortune when seeking employment 
in Britain. Only three women were involved with the Warburg Institute, and they all had non-
70 -Klingender was not an exile. He was born in Germany of British parents. After he matriculated at the Goslar 
Gymnasium in 1925, he left Germany with his family and returned to the U .K. He then studied at the London 
School of Economics. 
71 -In Arnold Klingender, Goya and the Democratic Tradition, (London: Sidgwick & Jackson, 1948, rep. 
1968): ix , Herbert R~~d acknowledges Klingender's debt to Antal, especially for his book Hogarth and His Place 
in European Art. :.' 
72 -See Barbara Copeland Buenger, 'John Heartfield in London, 1938-45', in Barron, S . & S. Eckmann, eds., 
Exile & Emigres: The Flight of European Artists from Hitler (Los Angeles : Lacma, 1997): 74. 
73 -Ibid., p.75. 
74 -He became a friend of Nissa Torrents, a Catalan leftwing refugee (Senior Lecturer in Latin American literature 
and cinema at University College London from 1970 till her death in 1992) who must have been influential in 
the gift of Hess ' s library to Havana. 
75 -SPSL 192/1, f.13)., 5/2/1942, Rosenau completed a Ph .D. on 'The Social Position of Women in Art' under 
Kart Mannheim at the-i:tondon School of Economics in 1940. 
76 -Helen Rosenau, 'The Social Position of Women as reflected in Art', Apollo 37 (1943): 93-98. 
77 -Rosenau, ibid ., p.94. 
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research positions; its Secretary Gertrud Bing, who had been working on the edition of 
I 
Warburg' s works, could not continue her research as the Institute was submerged with emigres. 
She left her work to Gombrich and became a full-time 'research facilitator',78 HeiCIi Heimann, 
who joined the Institute after the War, acted as librarian in the photographic department. 
Charlotte Loose was librarian only for a ShOlt period of time, although no records of this can be 
found at the Warburg. 79 Similarly, none of the women art historians had a post at the Courtauld 
Institute. Instead, they started second Ph.D.s there. 
In fact, the 27 women art historians exiled in the u.K. had to strive all the more, facing 
similar obstacles as their male peers but also gender discrimination. More female art historians 
gave up their subject than their male colleagues. The various obstacles they encountered resulted 
in dramatic changes in careers for 12 out of 27 art historians who either dropped art history or 
changed work trajectory. This is very likely the case of art historians of whom no trace was 
found after the war such as that of Elfrida Htibscher-Gans, Charlotte Lotte and Hanna Meyer. 
By contrast, only 4 out of the 63 male art historians changed their career trajectory as a direct 
consequence of emigration.80 
The difficulties of being both emigres and women forced these art historians to either 
abandon art history or resort to art related jobs which men would rarely consider. One can 
distinguish five employment areas in 1945, although 10% of these women do not seem to have 
continued working at all. Approximately 13% of these women managed to enter academia,81 
23% did ancillary work, either working as their husbands' assistants, as librarians or as 
secretaries,82 and only 10% worked in museums.83 However, approximately 27% went into 
publishing or related areas such as journalism, photography and film-making .84 Lastly, 
approximately 13% joined the art trade.8s 
Among the women art historians, a high percentage of them were pIOneers . Edith 
78 -As qualified by Claire Richter Sherman and Adele Holcomb in Women as Inte/preters a/the Visual Arts 
1820-/979, (Westport, Conn. and London: Greenwood, 1981): 80. 
79 -Wend land, p.314. j!~ 
80 -Such as Bruno Adlel: who dedicated himself to literature of Martin H. Strauss who presumably developed his 
passion for photography. 
81 -It is the case of Erna Auerbach, Helen Rosenau, Berta Segall and Gertrud Bing - although her case is 
debatable as she never resumed her own research. 
82 -This applies to Eva Benesch, Susi Lang, Charlotte Loose, Sybil Moholy-Nagy, Rosy Schilling, Julia Wilde 
and Mm'got Wittkower. 
83 -This applies to bi-nationals Yvonne Hackenbroch and Ursula Hoff and to Alma Wittlin-Frischauer. 
84 -Such as Heidi HeimaWfi , Edith Hoffmann, Hilde Kurz, Erna Mandowsky, Ruth Rosenberg, Rosa Schapire 
and He11a Schubart. 
85 -See p.189-92. 
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Hoffmann was the first woman editor of the prestigious Burlington Magazine, Helen Rosenau 
, 
was the first holder of a Habilitation in art history and, finally, Carmen Gronau became the first 
woman with a top position in an auction house. All this is revealing for the success of emigre 
women art historians at both intellectual and practical levels, in spite of the many impediments 
they faced. 
There were very different constraints on men and women but in most cases and unlike 
men, women had to diverge from their original intellectual training and take up more practical 
jobs. If the case of women art dealers - which will be explained in details later _86 is 
outstanding, under the circumstances of the time, even lesser successes could be considered 
major achievements since, as Vilem Flusser remarked, for the emigres everything was a 
challenge.87 The concluding words will be borrowed from mediaevalist Heidi Heimann who 
pointed this out when, to the question which was asked by the International Dictionary of 
Central European Emigration, 'Of which achievements in your life are you most proud?' she 
answered: 
'That I survived in emigration without scrubbing floors or cooking meals 
professionally for other people; that I somehow managed to keep going in 
fields near those I had been trained for; having been able to keep going 
without money is, I presume, quite an achievement!' .88 
86 -Ibid. 
87 -Vilem Flusser, Vo~der Freiheit des Migranten : Einspriiche gegen den Nationalismus, (Berlin: Bensheim, 
1994): 104. 
88 -Heimann folder, Kunstgeschichtliches Seminar, Warburg-Haus, Hamburg. 
75 
11. Art-History and Emigration 
1. Double Encounter: Archaeological and Archival Historians v. Aesthetic 
. 
Responsi veness I 
In a foreword to The Essential Gombrich, Sir Ernst wrote: 'I should like to insist on [the] 
distinction [between the connoisseur, the critics and the academic art historians] so as to counter 
the persisting legend that art history as such was brought to this country by immigrants from the 
continent of Europe. ' 2 Gombrich is right to emphasise that art history was not imported into this 
country, if it is considered in a wider sense, i.e. including the aestheticians, the art critics, the 
antiquarians, and the connoisseurs. Because of their particular interest in identifying origins of 
the mt objects and their departure from aesthetic analysis, the latter are closer in spirit to emigre 
art historians than the aestheticians and art critics. This is perhaps why Gombrich underlined 
their importance and their role in shaping British art history long before the emigres arrived. 3 
Indeed, British art scholarship was well-established by people such as John Ruskin and WaIter 
Pater, and for following generations, with intellectuals as diverse as John D. Beazley, Clive Bell, 
Anthony Blunt, Kenneth Clark, Roger Fry, John Pope-Hennessy, and Herbert Read, for 
example. But in the latter cases, the influence of emigre art historians was paramount, and this 
chapter will show that their encounter with their Central European colleagues engendered a 
reassessment of their methods. One of the reasons for this influence lies in the fact that the 
dominant school of connoisseurship was practically exhausted by the time the emigres arrived. 4 
Thus, emigre art historians could more easily find a niche and be accepted in their divergence 
from aesthetics, art criticism and, to some extent, connoisseurship. The purpose of this chapter 
is, therefore, not to foster the "legend" that art history as such was brought to this country by 
immigrants, but to clarify the intellectual impact of the immigrants on the discipline. 
a. The Systematic Nature of the Emigres' Art History 
Before and after emigration, empirical research was a striking feature of the work of emigre art 
historians, who com~ped atlases, catalogues raisonnes, and indices. Vienna was a world-famous 
centre of research whose findings were published in the Vienna lahrbuch and countless 
catalogues that have remained works of reference. One of the first attempts to compile a 
1 -These terms were used by Michael Podro in 'Art History and the Emigre Scholars ', in Die europiiische 
Herausjo rde rung, England und Deutschland in Europa, (Munich: Saur, 1987): 81. 
2 -Foreword by Ernst Gombrich in The Essential GOll1brich, ed. by R. Woodfield, (London : Phaidon, 1996): 7. 
3 -Ibid. p.8: 'this cannot 6@"true of the connoisseurs (despite their foreign designation), for after all , the great 
collections of this country could never have been built up without their knowledge and skill '. 
4 -See Kenneth Clark's reference letter for Antal , Appendices, p.248. 
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scientific catalogue of a collection of drawings was that which Franz Wickhoff undertook for his 
. 
Catalogue of Italian Drawings in the Albertina. In the field of Italian sculpture, Wilhelm von 
Bode, Frida Schottmtiller, and Ernst Friedrich Bange laid the foundations in the Kaiser Friedrich 
Museum in Berlin. Reflecting on Central European and British publications on sculpture, Pope-
Hennessy wrote: 'Never again will there pour out of Museums the spate of publications that 
appeared between 1880 and the early 1930s'.5 Emigre scholars continued these activities after 
emigrating.6 
Most often, these enterprises received praise rather than condemnation, especially when 
they were accomplished on a large scale. Peter Brieger's Atlas of Mediaeval Art and 
Architecture in England was considered a breakthrough. This project, which consisted in the 
construction of a series of maps for the use of art historians and archeologists, showed the 
distribution of various types of monuments in Britain. Unfortunately, this project was lost when 
Brieger moved to Canada in 1935. But W.G. Constable, of the Courtauld Institute, wrote about 
it: 
I have been so impressed with the interest of Dr Brieger 's proposals that I 
convened a small meeting of historians and geographers to consider what he 
was doing; and his work met with very warm recommendation and support. 
The project is clearly one of the very greatest interest not only to art historians 
but to all students of the cultural history of this country. The production of an 
atlas of this kind is long overdue.? 
Such lists were compiled mostly by art historians working in the narrow circle of the 
Warburg and Courtauld Institutes, where this type of activity seems to have been encouraged by 
5 -Pope-Hennessy, Learning . .. , p.287. 
6 -e.g. the following surveys were u~dertaken by emigre scholars in Britain: 
-Hugo Buchthal and Qtto Kurz, A Handlist of illustrated Oriental Christian Manuscripts, 1942 
-Ludwig Burchard's CO/pus Rubenianul11 was intended as a complete embodiment of the knowledge of Rubens' 
work in six volumes. 
-Otto Frohlich and Lilv,F"rohlich-Bume, International Biography on the Science of Art, 1912. Frohlich-Bume 
wrote Catalogue of the Drawings of the Albertina under Dr Stix. 
-Bettina Kurth, Handlist of Textiles with Classical subjects 
-Otto Pacht, lllull1inated Manuscripts in the Bodleian Libral)', 3 vols . (1966, 1970, 1973). 
-Pevsner' s Buildings of England Selies (BOE). 
-Fritz Saxl and Hans Meier, Handschriften in Englischen Bibliotheken , v.H. Bober, 2 vols, London 1953. 
-Rosy Schilling gathered material on illuminated Hebrew manuscripts in European libraries for Moshe Spitzer 
(1900 Czech-19821sraeLt See article on Narkiss's 'Hebrew Illustrated Manuscripts in the British Isles', Journal 
"':; 
of Aesthetics and Art Criticism, Vo1.9, 1982, p.l08. 
7 -W.G. Constable to WaIter Adams, SPSL 184/1, f.545, 29/06/1934. 
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Fritz Saxl. 8 Saxl himself had started his activities in England by compiling a, catalogue of 
astrological manuscripts.9 This systematic pursuit of knowledge through empirical means was a 
fashionable aspect of German scholarship in the 1930s. 10 In the case of Art History, this 
development was a means by which emigre scholars could adjust to English pragmaticism. 
However, emigre scholars did not all agree with such methods. In spite of Cassirer's 
defence of the Age of Enlightenment, his disciple, Edgar Wind, opposed the encyclopaedic 
approach. To Wind, encyclopaedism clashed with his understanding of Aby Warburg's 
approach to Art History as aspeculati ve science. In 1945, Saxl wanted to work on an 
encyclopaedia of the Middle Ages and the Renaissance and went to the US to solicit the 
paIticipation of Amelican scholars. With reference to this, Wind wrote to Bing: 
The 'Encyclopaedia frightens me. There are too many encyclopaedias already. 
Instead of leading to the sources they have a tendency to supplant them; and I 
dislike the idea that we should add to their number. Moreover Pauly-Wissowa 
[for Classical Antiquity] should be a warning rather than a model. Ever since 
this wonderful instrument became available, classical studies have been on the 
decline. I have no authority to speak on medieval studies [ .. . ] assuming that 
[the Medieval Academy] agree with Saxl and decide to carry out the plan 
together: who are the people that will write the mticles? You will know better 
than I how many or few they are in England [ ... ] it would be necessary to 
mobilize all the forces available, with the result that the energies, particularly 
that [sic] of the younger generation, which ought to be free for constructive 
research and produce new results, would be channelled into the unconstructive 
labour of compiling, and that for a period of at least two decades. I should be 
more easily reconciled to the plan if I were convinced that it was a logical or 
imaginative expansion of Warburg's work and would serve the purpose for 
which the Institute was founded. I think it is the opposite - an expression of 
the centrifugal forces in Saxl and a flight into conventionality [ ... ] If this 
tendency of Saxl' s prevails, the moment may come when the Warburg 
Institute is no longer the most suitable place for developing Warburg's 
methods and ideas. I I 
Apart from th~ encyclopaedia, Saxl also had in mind a series of monographs in the style 
of the Klassiker de,. Kunst series - which offered full-page reproductions of an artist ' s work-
8 -Saxl to SPSL 190/5, f.455 , 20102/1939, 'Pacht erstellt eine Liste der IIIuminierten Handschriften im British 
Museum und Bodleian [ ... ] a wonderful opportunity which nobody ever had before'. 
9 -See Part I, Chap. 2, p.64. 
10 -Eric Fernie, Art His fdry and its Methods: a Critical Anthology, (London: Phaidon, 1995): 335. 
11 -Wind to Bing, Box: Wind Correspondence 1936-1946, Confidential, Warburg Institute Private Papers, 
15/0611945. 
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as well as critical editions of English texts on art, in the style of Eitelberger's Quellenschriften.12 
• 
Warburg's unpublished Mnemosyne had been a compilation of images, but its conception, 
, 
which was based on images, was creative and left space for speculative reflection.13 Wind 
greatly objected to more encyclopaedic projects which, by repeating earlier schemes, were 
unconstructive. Wind's approach was therefore more progressive than Saxl's who intended to 
stick to the tradition of German scholarship he had used before emigrating. This second 
disagreement was to be the main reason for Wind's resignation from the Warburg Institute in 
1945. 14 
The most successful encyclopaedic venture originated outside the Courtauld-Warburg 
circle. The Buildings of England,15 initiated by Pevsner, was called 'a labour of love only' ,16 for 
no royalty was paid on them for close on twenty years. In this initiative, Pevsner was undeniably 
inspired by Georg Dehio's example.17 Many guides to British monuments and architecture 
already existed as Britain had a strong tradition in architectural history. 18 Among the most 
popular were W.A. Dutt's Little Guides, Murray's New Architectural Guides, the Companion 
Guides, and the Shell County Guides to which John Betjeman contributed. But few would have 
predicted the phenomenal post-war success of a series on English architecture written by a 
German scholar. 19 The key to this success lies in post-war nostalgia as well as in the series' 
exhaustiveness. This h~s been challenged, notably by John Han'is who sees in Pevsner's choice 
an extreme anti-gentry bias.20 However, most of the other guides only dealt with country houses 
and religious architecture. The BOE, however, listed every potentially interesting building)1 
Reyner Banham wrote that 'the preparations for a Pevsner county raid consisted chiefly of a 
12 -Project of partnership sent by Saxl in May 1945 to American institutions, Box : American Exchanges 1945-
50, Warburg Institute Private Papers . 
13 -See Appendices p.261. 
14 -Margaret Wind, 'Various matters concerning the Chair, the Department and the teaching of the history of art, 
1955-1967', unpublish9P essay, The Wind Papers, Belsyre Court, Oxford. 
15 -This series was staffed in 1950 and the 46 volumes on England written until 1972 were written by Pevsner 
himself with the help of an assistant. 
16 -Frank Mumby, Publishing and Bookselling in the Twentieth Century, (London : Bell & Hyman, 1982): 162. 
17 -Gustav Dehio, Handbuch der deutschen Kunstdenkll1li1er, 5 vols ., (Berlin : 1914-1928). 
18 -Germain Bazin, L 'Histoire de l' Histoire de I 'Art de Vasari a nos }ours, (Paris : Albin Michel, 1986): 510. 
19 -At the time of their golden age, in the 1960s, the circulation figure of the BOE volumes went up to 15,000 
per issue. Interview with John Newman, Courtauld Institute, 21st December 1994. 
20 -John Harris , 'A ReVfew of Dr Robinson's Countl)' Houses', Apollo, (Dec. 1991): 432. 
21 -In his Cambridgeshire volume Pevsner writes; 'I have visited and seen all that is mentioned', 
Cambridgeshire, BOE, 1954, p. lO. 
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monster card index of buildings that were already in the literature, already in the ~anon' .22 B ut at 
the time, no guide had been as systematic, especially when it came to church plate, for it had 
hardly been recorded, and Pevsner wanted to 'clear the ground'.23 Pevsner combined an 
empirical method with systematic cross-checking. He first visited the building, then later cross-
examined his impressions with historical records gathered by an assistant. 
The second major publishing adventure for Pevsner was the 'Pelican History of Art' 
(1953-1978), a series inspired by the Handbuch de,. Kunstwissenschaft which represented 'one 
of the most distinguished publishing achievements in the field of art history and replaces most 
older historical surveys'.24 On the Continent, however, such series had for long been being 
edited. European encyclopaedias provided an invaluable body of visual material foi· which there 
was no British equivalent, e.g . Propylaen-Kunstgeschichte and Kunst der Welt which was 
translated into French and English (Art of the World) from 1958 onwards. A noticeable Spanish 
equivalent was Historia General del Arte. 
h. The Reaction of Emigre Scholars to Aesthetic Responsiveness 
In spite of the apparent lack of concern for aesthetic responsiveness in the emigres' work, 
Michael Podro clearly argued that English and German art theory harked back to the same 
Kantian and Neo-Kantian roots. He wrote: 
there is a formal response to works of art and this is their aesthetic interest and 
value as art and this is distinct from a causal interest in how the thing came 
into being, and quite distinct from gathering information by seeing what is 
represented.25 
This is noticeable in the writings of some, though not all emigre scholars. The Marxist art 
historians logically derived their approach from Hegel's reflection on the meaning of the work 
of art rather than its judgment. Neo-Kantian scholars like Edgar Wind resorted to Hegelian 
arguments on, for instance, the shift of the arts in the history of the human interest. 26 Therefore, 
;i 
most German emigre art historians were torn between these two different German aesthetic 
traditions, i.e. that of the judgment of works of art and that of its meaning. This tradition had 
22 -A Critic writes, Essays by Reyner Banhall1 , ed. by M. Banham, (Los Angeles: U. of Ca\. Press, 1996): 283 . 
23 -Interview with John Newman . 
24 -Etta Arntzen & Robert Rainwater, Guide to the Literature of Art History, (Chicago and London : American 
Library Association, tfit:; Art Book Company, 1980): Ill. 
25 Pd · 'A H· '86 
- 0 (0, rt (story . .. , p. . 
26 -Edgar Wind, Art and Anarchy, (London : Duckworth, 1963, rev. ed. 1985): 23 . 
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been expanded by Wolfflin's formalist bias towards 'pure visibility' and a 'Kunstgeschichte 
t 
ohne Namen' ,27 which was rather appealing to the British because of its Kantian leanings,28 
; 
On the other hand, the Austrian alt historians, who made a point of working in museums, 
had developed, along with a spiritual approach to the work of art epitomised in Riegl's 
Kunstwollen and Dvon'ik's Geistesgeschichte, a strong empirical approach,29 Schlosser's 
interest in techniques shows a detachment from Geistesgeschichte but still a stong pragmatic 
bias.3o If the German and Austrian tradition diverged, in exile these differences became minor 
and, as Podro noted, the general issue in this encounter between British and Central European alt 
historians was 'the troubled frontier between archaeological and archival historians' and 
'aesthetic responsiveness' . 31 This section will consider the point of view of art historians from 
the Warburg group and freelancers to describe the nature of their reaction to British art history. 
Edgar Wind's Neo-Kantian Approach 
For the neo-Kantian Edgar Wind, the connoisseur was the cause of the general apathy of the art 
audience. Whilst working on his dissertation in art theory under the supervision of Panofsky, 
Wind had begun to move away from the formalist tradition by emphasising content rather than 
fmID. Along Kantian lines, he recognised the impossibility of reaching an objective judgment in 
the realm of aesthetics, but asserted that the purpose of a work of art can be objectively 
appreciated through non-aesthetic stylistic analyses.32 Thus, he agreed that since Warburg, 
formalistic polarities could be invested 
with a genuine significance by taking what is no more than an abstract 
antithesis [i.e. the polarity system] as an actual indication of two poles of an 
oscillation which can be rendered intelligible in geographical-historical terms 
as a process of cultural interaction.33 
When this view was expressed, in 1930, nationalist geographicallhistorical analyses of art 
were not yet an object of intellectual caution. Later, Wind condemned both Central European and 
British formalist art historians like Wolfflin, the Vienna School, Bernard Berenson, and English 
art critics Roger Fry(~~md Clive Bell, for their 'exquisite skill in skimming off the top of a work 
;:~., 
27 -Bazin, p.177. 
28 -This explains why Heinrich Wolfflin's Classic Art, an Introduction to the Italian Renaissance, was 
published by the Phaidon Press in 1952. 
29 -Bazin, p.162. 
30 -Bazin, p.163-65. 
31 Pod 'AtH· ' >< ' 81 
- ro, r (story. rlr. , p. . 
32 -Uoyd-Jones, 'A Biographical Memoir' in Wind, The Eloquence of Symbols, p.xv. 
33 -Wind, 'Warburg's Concept of Kulturwissenschaft', The Eloquence . .. , p.33 . 
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of art without necessarily making contact with its imaginative forces. '34 Accor?ing to Wind, 
they contributed to the dehumanisation of art by focusing on technique and form. For Edgar 
• Wind, the strength of art lies in this imaginative force, but mechanisation and division 
disempowered art and, as a result, the art audience was becoming increasingly difficult to rouse 
from the resulting apathy and marginalisation of art promoted by the connoisseur. Another 
change occurred in Art and Anarchy where, as Colin Eisler noticed, Wind's appreciation of the 
achievements of Morelli 'point to a slow reopening of the creaking door to Appreciation',35 
Ernst Hans Gombrich and OUo Pacht's Warnings against Iconology 
Richard Read has shown, in this psychoanalytical article, that Gombrich has many "uninvited 
guests". According to Read, Gombrich requestions, throughout Art and Illusion, the writings of 
Ruskin, Fry, Read and Clark, castigating them for their naive acquiescence to the Ruskinian 
myth of 'the innocence of the eye'. 36 Gombrich's attitude is summarised in Meditations on a 
Hobby Horse where he noted: 'how could the historian get hold of that incommensurability of 
the work of art, i.e. its individual expression, if he found it embedded in the artistic idiom?'37 
Richard Wollheim debated Gombrich's remarks on expressive understanding being conditioned 
by knowledge,38 
If Gombrich is opposed to subjective English art appreciation, he also warned against the 
dangers of iconology,39 and he distinguished himself from it by developing an art history 
mostly based on the psychology of perception. In Reflections on the History of Art, he 
remarked: 'somehow we seem to have lost our innocence in dealing with these pictures [ ... ] Even 
so, enough remains to correct the idea of an art entirely devoted to didactic purposes'. 
More incisively, Gombrich's Viennese colleague Otto Pacht dubbed iconology 'art 
history for the blind' .40 Pacht attributes this 'fanatical interest for the extra-artistic element' 41 
found in Panofsky but also in Gombrich, to a desire to avoid the subjective character of taste 
judgments. In his critique of iconology, he pointed out that iconology is exceedingly dependent 
on written texts as a ,~ource of commentary for the image, thus enabling the art historian to avoid 
34 -Wind, Art and Anc2ichy, pp.23-24. 
35 -Colin Eisler, ' Kunstgeschichte American Style: a Study in Migration', in The Intellectual Migration, ed . by 
B. Bailyn & D. Fleming. (Cambridge: Harvard University Press, 1969): 620. 
36 -Read, 'Art criticism versus Art History', p.508. 
37 -Ernst Gombrich, Meditations on a Hobby Horse, and other Essays on the TheOl)' of Art (Oxford: Phaidon, 
1963), p.112. 
38 -Richard Wollheim, Art and its Objects, (Cambridge: C.U.P., 1969, rev. ed. 1980) : 56-66. 
39 -'Dutch Genre Painti~', Reflections on the HistOl), of Art, (Oxford : Phaidon, 1987): 109-113; 
40 -Otto Pacht, Questions de Methode en Histoire de ['Art, (Paris: Macula, 1994): 7. 
41 -Ibid. p.78. 
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the difficulty usually encountered when transferring the visual media into written text.42 In the 
• 
light of Burckhardt's methodological observations on the analysis of art, Pacht recalled that it is 
, 
impossible to only rely on textual analysis to convey the meaning of a work of art or 'art invents 
nothing [ ... ] art is behind', an extreme example of which is Panofsky's Abbot Suger.43 Pacht 
claimed the right for the art historian to indulge in the figurative value of the image via its 
stylistic ingredients, reminding the reader of Pinder' s quote: 'the history of forms is always a 
histOlY of ideas and of mentalities. '44 
Pacht observed that in exile, iconology was successful45 as it presented a practical way of 
escaping the subjective character of aesthetics, with the SUppOlt of extra-artistic texts. Studies in 
such areas could then offer an escape from the realm of the history of mental sets and the 
history of culture, upon which the formalist method strongly focused. In addition to the 
ideological issues, this escape from formalism could have reflected a desire to turn art history 
into a scientific discipline in a countlY where it was hardly recognised. 
The Marxist Distaste for the Pleasure Principle 
Naturally, the Marxist approach could not be fully compatible with the English formalist-
aesthetic scholarship, which looked at the essence of form without penetrating its meaning. 
British formalists and their Kantian judgment of art focused on the significance of form as a 
pleasure principle. Form is then considered outside a historical context, thus neglecting both 
subject matter and fOlmal development. 
On the contrary, Wolfflin and Riegl's dialectical method proved that meaning and 
formalism are not incompatible. To reach this conclusion, Wolfflin used the antithesis between 
subject-matter, initially addressed by cultural historians, and form. As Wind observed: 
the antithesis of form and content, which at its lowest level brought about the 
rift between the history of art and the history of culture, [ ... ] serves at this 
higher level to reestablish the relationship between the two' and 'the concept 
of form [became] identical with a general cultural impulse [Kulturwollen] 
which is neither artistic nor social, neither religious nor philosophical, but all 
of these in oni~46 
Wind's comment derives from Wolfflin and Riegl's attempts to establish a history of art 
as opposed to a history of culture. On the side of subject-matter, Wolfflin included 'pictorial 
42 -Ibid., p.112. Translation by the present writer. 
43 -Ibid. pp.92-93. 
44 -Ibid. ' -t;r 
45 -See Michels, Transplantierte Kunstwissenschaft, pp.2ll-36. 
46 -Wind, 'Warburg's Concept of Kulturwissenschaft ' in The Eloquence of Symbols, p.23 . 
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motifs, ideas of beauty, types of expression, modulation of tone[andj the differences resulting 
, 
from the distinct use of tools'. 47 Subject-matter was therefore not too remote from formal 
descriptions. But formal elements which, in Wolfflin, are linked to style, are used 'to apply 
artistic standards of judgment in the criticism of works of art'. 48 Similarly, in Riegl, 
Kunstwollen or the "formal impulse", is indissociable from function and technique. Riegl, in 
his theory of an autonomous development of art analyses change in form as a dialectical 
development in time. However, 'the iconographic content' is dissociated from 'optical' features 
(form, function and technique), which are the main components of the 'artistic' and the main 
factors through which the development of art and the Kunstwollen is analysed. 49 Function and 
technique inform fOlID, thus injecting it with meaning in the development of alto 
Marxist art historian Hans Hess indicted British formal aesthetics precisely because it did 
not connect form to meaning. In Pictures as Arguments, he wrote: 
Though the artist speaks a wholly individual language, we are able to 
understand him, as we too live in his time. It is at this point that the aesthetic 
fallacy begins to operate and the language of the critic and the spectator falls 
into the aesthetic trap. He begins to speak about emotions (his), about 
sensations (also his), about empathy (his), about aesthetic reconstruction (also 
his own), and what we are listening to is the aesthetic autobiography of the 
spectator, which is without interest [ ... J there is more in a picture than that 
involved in the pleasure principle alone. 50 
For Hess, art had a function; as a Marxist he believed that art was an instrument of power 
and direction. 51 What interested Hess in his analysis of contemporary art was simply that it was 
a product determined by social factors and abstract art, the result of a dialectic, i.e. that 
instrument through which 'the abstract becomes concrete' 52 and by which form is content. 53 
Therefore, Hess criticised another Marxist, Herbert Read, for treating pictorial art only as a 
surface phenomenon in '40,000 Years of Modern Art'.54 Hess wrote: 
the significance of a work of art does not lie in the surface resemblance to 
47 -Ibid., p.22. 
48 -See Heinrich W6lfflin, Classic Art, an Introduction to the Italian Renaissance, (London: Phaidon, 1952, 
repr. 1994): 287. 
49 -Alois Riegl, Die spiitromische Kunstindustrie, nach den Funden in Osterreich-Ungarn, (Vienna: Hof und 
Staatsdruckerei, 1901): 119. 
50 -Hans Hess, Pictures as Arguments, (London : Sussex University Press for Chatto & Windus, 1975): 113. 
51 -Ibid., p.148 & ISO. 
52 -Ibid. ' .f}"/t 
53 -Ibid., p.136. 
54 -Ibid. p.9. 
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something else, it is embedded in the meaning with which society has imbued 
the image [ ... J any failure to see the work as the outcome of a social reality 
must lead to supelficiality and error of interpretation. 
Just like Hess, Helen Rosenau believed that visual understanding could lead to action and 
she asserted: 
'the study of art [ ... J expresses and influences society and can suggest how to 
educate the public to understand and to stimulate the art of a living democracy and 
[ ... J demonstrates not only what art owes to society, but equally what society derives 
from art' .55 
Just like Karl Mannheim, her former supervisor and German philosopher who believed in 
the intrinsic value of action, Rosenau believed knowledge encourages action through art. For 
Rosenau 
the term "art critic" [ .. . J has to be enlarged to embrace history, since without 
an appreciation of the past, criticism frequently gives an individualistic, 
destructive or one-sided approach, whilst history demands understanding of 
the continuity and changes of evolution and derives its valuations from the 
periods considered.56 
Rosenau thought that the study of occurrences in art 'constitutes the only basis for 
objective standards of valuation' .57 This conception of Art History as the study of occurrences 
shows that, like iconography but unlike British formalism, the Marxist-Hegelian analysis of art 
linked both content and form. The main contrast with iconography was that Marxists interpreted 
patterns of content and form as living 'a continued form of their own and be reborn [ ... ] after a 
considerable lapse of time' ,58 whereas iconography was not per se focusing on cycles. 
The position of the former members of the Sonntagskreis as regards aesthetic sensitivity 
is less clear-cut. In his theory of validity, Arnold Hauser ' s position mixes historic materialism 
and idealism. Although he criticised the ahistoric principles of Wolfflin and Riegl, Hauser did 
not make the social context and conditions of production central aspects of the study of works 
of art.59 Like Wolfflin, ~·thought first and foremost of the concept of style in art history: 
Without it, we could at best have a hiStOlY of artists, in the sense of an account 
of the various masters working contemporaneously or successively, together 
with a catalogue of their certain and their doubtful works. We could have no 
55 -Helen Rosenau, 'Art and Society ' , The Contemporary Review, (May 1947): 301. 
56 -Rosenau, 'Art and Society' , p.300. 
57 -Ibid. /~ 
58 -Ibid. 
59 -See Fernie, p.245-46. 
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history of the common trends and generally accepted forms that link the 
• 
works of an epoch, a nation or a region and enable us to speak of art as 
manifesting development or expressing a movement.60 
Hauser even abandoned dialectical claims as applied to art; ' the development of art history 
does not even manifest that rather small element of continuous progress which can be detected in 
other branches of historical writing'. 61 He also believed that art was spiritual and implied an 
abdication of scientific rationality,62 possibly because he still relied on the tradition of German 
Idealism 
From a more methodological perspective, in Florentine Painting, Antal showed his 
opposition to a stylistic, formalistic approach as it failed to cater for differences among coeval, 
contemporary painters working in a similar city, i.e. Masaccio and Gentile da Fabriano. 63 But he 
did note, however, that with new trends in art history it was possible to assert the primacy of a 
thematic approach, in spite of the British scholars' past tendency to neglect subject-matter. 
Antal's views against a mere formalistic approach, instead of emphasising his Marxist system, 
only insisted on the fact that the question of patronage was still under-studied.64 
If they differ, these various reactions from both the Warburg and the freelance art 
historians show, in general, negative reactions to the lack of historical attention and neglect of the 
subject matter in British art appreciation. Yet, the emigres' methods should not be mistaken for a 
total adherence to rationalism; Hauser's position shows that the Marxists did not fully abandon 
the pleasure principle. Similarly, Pevsner's methods were not rationalist either as, in his concern 
with a Hegelian world-view underlying the manifestations of art, he owed much to nineteenth-
century analysis.65 Scholars such as Max J. FriedHinder also advocated connoisseurship instead 
of a historico-scientific analysis, praising a metaphysical and morphological ideology.66 
Besides, the pragmatism of American art historians adhered more strictly to science than 
did the empirical methods of some of the emigres. Noticing the stagnant views of post-war 
German scholars an!1 their Hegelianism, emigre art critic Josef Paul Hodin advocated a change, 
, ! 
but also warned agdinst the excesses of American art historians, including emigres, who totally 
60 -Arnold Hauser, The Philosophy of Art, (London: Routledge & Kegan Paul , 1959): 208. 
61 -Ibid., p.37. 
62 -Fernie, pp.245-46. 
63 -Friedrich Antal , Florentine Painting, (London : Kegan Paul , Trench, Trubner & Co., 1947): 3. 
64 -Ibid, pp. 4-8 . 
65 ' -t'1I 
-Part 11, Chap. 2. 
66 -Max 1. Friedllinder, Reminiscences and Reflections, ed. by R.M. Heilbrunn, (London: Evelyn, Adams & 
MacKay, 1969): 8. 
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disregarded the aesthetic approach: 
It will remain for the future to see how far the German art historian can move 
away from a terminology and a trend of thought which is more representative ' 
of the nineteenth century than of the twentieth century, [ ... ] On the other hand 
one would like here to implore those American art historians and aestheticians 
of an advanced school [ ... ] to derive some true inspiration from those 
European colleagues who still believe that without recognising "the reality of 
the human soul" and the power of human imagination no adequate 
interpretation of mt is possible.67 
Indeed, a change was being effected in the Anglo-Saxon world of art and aesthetics which 
was, perhaps, influencing European methodology. George Boas bore witness to this with the 
words: 
Our dislike for purple passages and fine writing has increased as the years 
have gone by and our love for clear thought and simple expression has 
increased. We have been led to believe that there is a growing interest in 
sentences that can be verified, whose truth can be tested by fact rather than by 
deep feeling. Ambiguity and vagueness seem to be getting out of fashion even 
in a field where there were evidences of profundity only a few years ago.68 
This observation, as well as that of Pacht, confirms that a debate over the art historical 
method at large was born from the confrontation between the Anglo-Saxon and the Central 
European methods on both scientific and aesthetic grounds. 
c. The Mixed Response of British Art Historians: Assenting Formalists and 
Skeptical Assessments 
Michael Podro asserted that writers such as Roger Fry, Herbert Read, and Kenneth Clark only 
gave emphasis to formal values. 69 Podro's analysis implied a direct correlation between British 
formalism, and Kantian or neo-Kantian aesthetic values as they privilege the judgment of the 
work of art. But Kant had 'revolutionised philosophy by concentrating upon the essential form 
of knowledge rather t~~n upon its contents'. 70 Subsequently, by engulfing formalism in the 
Kantian tradition, Podro denies any causal interest in the origin of art works among formalist 
67 -Josef Hodin, 'Art History and the History of Culture: a Contemporary German Problem', Journal of 
Aesthetics and Art Criticism, vo1.13, n04, June (1958) : 469 . 
68 -Hodin ibid., quoting from Boas ' Wingless Pegasus, a Handbook of Art Criticism. 
69 -Podro, 'Art History and the Emigre Scholars', p.86 : ' in effect, both sides helped to reinforce the dualism -
the split between history andi'ensibility.' 
70 -See Michael Holly, Panofsky and the Foundations of Art HistolY, (Ithaca and London : Cornell University 
Press, 1984): 116. 
88 
scholars such as Fry, who, 'by removing the interest of subject matter, makes the visual interest 
, 
even less an object of historical enquiry'. 71 
, 
Yet, one need only take Heinrich Wolfflin's dialectical system of po lari ties to realise that it 
is not necessarily incompatible with a causal-historical form of enquiry, focused on the meaning 
of the art object. This was also noted by T.J. Clark, who indicated that the language of formal 
analysis is full of analogies between form and content, such as 'composition' and 
'organisation', and that a complex network of relations exists between the two,72 This often 
dismissed link between formalism and historical enquiry can help to explain how some British 
art historians could acknowledge the importance of historical investigation applied to the art 
object. 
Clive Bell and Roger Fry 
In a letter to The Listener, Clive Bell reacted to Wind's Art and Anarchy: 
In his brilliant and profoundly interesting Reith Lectures Professor Wind has 
some sharp things to say about my early theories. 73 With all of them, I agree 
more or less. But may I point out that they are very early, these theories[ ... ] 
Since then I have admitted, fairly and frequently, that, though I hold that 
'significant form' is the sine qua non without which a work of art cannot 
exist, yet a work of art may contain many other valuable qualities [ ... ] it was 
while studying - soon after the first war - the windows at Chartres and 
Bourges that I came to recognise that, only by attempting to unravel the 
intricacies of the subjects, could one hope to appreciate thoroughly and in 
details the beauties of form and colour. 74 
Roger Fry noticed that German art history had established itself by disregarding the 
aesthetic significance and encouraged a more scientific approach to the discipline,75 'We have 
such a crying need for systematic study in which scientific method will be followed wherever 
possible', said Fry about the study of fine arts in England. By "scientific", Roger Fry meant an 
emphasis on a more historical, "chronological" approach to the study of art.76 
These remarks from two formalist art critics show that they later acknowledged the value 
of non-aesthetic art hf~tory, possibly under the influence of the emigres' attention to subject 
71 -Podro, 'Art History and the Emigre Scholars' , p.86. 
72 -TJ. Clark, Image of the People, Cow'bet and th e 1848 Revolution, (London : Thames and Hudson, 1973): 
11-12. 
73 -See p.84. 
74 -Clive Bell, 'Letter to the Editor', The Listener, (5th Jan. 1961). 
75 -Roger Fry, Art-History as an Acadell1ic Study, (Cambridge: C.U.P., 1933): 10. 
76 -Fry, ibid.: ' It is here th;fthe Germans have done so much pioneer work and indeed the whole tendency of 
their art-historical studies has been to regard works of art almost entirely from a chronological point of view [ ... ] 
without reference to their aesthetic significance'. 
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matter rather than aesthetic significance. Therefore, even if the British formalists did not radically 
. 
change methods as a result of their encounter with their emigre colleagues, their comments on 
Central European Art History reveal a certain recognition and modify Podro' s assertion on the 
irreconcilability of formal and causal art history. English formalists, when faced with 
iconography and iconology, were attracted by these approaches. 
Direct Contemporaries of Emigre Scholars 
The generation contemporary with that of emigre scholars was even more directly influenced by 
their contribution. Far from finding flaws in the emigres' observations on the British artistic 
outlook, a TLS reviewer acknowledged their contribution whilst assimilating it to a new British 
development in the history of European culture. Reviewing Saxl and Wittkower's British Art 
and the Mediterranean, this reviewer observed: 
Scholars have begun systematically to search out and throw light on dark 
corners in British art history, to study and reinterpret every fact or hypothesis 
relating to our stylistic development and artistic heritage generally. In this 
respect the volume [ ... ] by [ ... ] Saxl and Wittkower, must be reckoned one of 
the most imaginative and courageous essays in path-finding [ ... ] To-day, [ ... ] 
no modern artist can be allowed to escape the limelight. But before long the 
focus of the limelight is bound to change, and then it will be seen that during 
the last 20 years, in semi-obscurity, Britain's best brains have been quietly 
making an essential and indeed impressive contribution to the history of 
European culture.77 
John Pope-Hennessy admits to having been chiefly interested in 'connoisseurship' 
during his Wandetjahr.78 In The Study and Criticism of Italian Sculpture he advocates that: 
'connoisseurship is not a poor substitute for knowledge, but provides the only means by which 
our limited stock of documented knowledge can be broadened and brought into conformity with 
what actually occurred.' 79 Yet, it is undeniable that Pope-Hennessy's prewar encounter with the 
Warburg Institute and Fritz Saxl was crucial. 80 While working on an illuminated codex of the 
Divine Comedy by Giovanni di Paolo for Alphonse V of Arragon in the British Museum during 
the War, his interest stl'~yed from his formal attributional analysis to iconography and textual 
Sources, 'to establish the visual images which rose to the surface of the minds of the readers of 
77 -Anon., 'The British Artistic Outlook'. 
78 -Pope-Hennessy, Learning to Look, 71. 
79 -John Pope-Hennessy, The Study alld Criticism of Italian Sculpture , (Princeton, N. J.: Princeton University 
Press, 1980): 35. '.;}';; 
80 -Pope-Hennessy, Learning. .. , p.7l; 'The key to intellectual survival was scholarly contacts, and here the 
conduit was Fritz Saxl [ ... ] my [Oo. ] debt to him was boundless.' 
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Dante.'81 
The next Central European influence on Pope-Hennessy was Jeno Lanyi. Even if Roger 
• Fry had written about the tension between a flat surface and a three-dimensional image in Vision 
and Design,82 Lanyi noticed that, in Britain, pieces of sculpture were still approached as two-
dimensional art objects. Lanyi argued that the criterion of analysis of the object was two-
dimensional, but that its criterion of resemblance was based on its three-dimensional appearance 
rather than on the process by which this appearance was achieved. 83 This notion was close 
enough to Fry's integrity of the picture plane, to attract the attention of Pope-Hennessy. He was 
soon won over by this conception of art history applied to sculpture, and it is partly due to 
Lanyi's posthumous influence that Pope-Hennessy decided to join the Department of 
Architecture and Sculpture at the Victoria and Albert Museum.84 
From a very early age, Kenneth Clark had also admired German art history.8S In his 
autobiography, he recalled: 'I had read, with immense difficulty the works of Riegl and had 
formed the ambition to interpret every scrap of design as the revelation of a state of mind. I 
dreamed of a great book which would be the successor to Riegl's Spatromische Kunstindustrie'. 
But his meeting with Aby Warburg at the Herziana in Rome was decisive, and 'thence forward 
[his] interest in "connoisseurship" became no more than a kind of habit, and [his] mind was 
'occupied in trying to answer the kinds of questions that had occupied Warburg' .86 Clark 
preferred the Warburgian approach to the Morellian or even Rieglian concentration on form. He 
found it unhistorical to neglect the subject of works of art, as by doing so art historians 
transgress[ed] what [he took] to be one of the first rules of historical study: 
that we have no right to impose our own feelings on a past event until we have 
tried to find out what it felt like to contemporaries.87 
Whilst writing his first book, The Gothic Revival, Clark realised how his previously 
formal approach to art had changed, and regretted not having followed his instincts, rather than 
the common British qutlook of his entourage . It was on Clive Bell's suggestion that Clark set 
;P 
out to write a book oil this yet unexplored scheme. However, he followed Bell's advice to write 
81 -Ibid., p.79 
82 -Fry, R. , 'An Essay in Aesthetics' , in Vision and Design, 1. P. Bullen ed., (London: Oxford University Press , 
1982):23-24. 
83 -Ibid., p.78. 
84 -Pope-Hennessy, Learning . .. , p.79. 
85 -Kenneth Clark, Anotffif,r Part of the Wood, p. 1 08. 
86 -Ibid., p.189: 'The other episode of thi s Roman visit that changed my life was a lecture by Aby Warburg'. 
87 -Kenneth Clark, 'The Study of Art History', Universities Quarterly, 10, (1956): 237. 
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an essay on the ethical and religious standards with the help of Roger Fry's and Geoffrey 
, 
Scott's theories on pure art. 88 Regretting that he did not have had a better grasp of nineteenth-
century architecture, Lord Clark later wrote: 
all my friends expected me to write a sort of satire, and I set out with this in 
mind [ ... ] and the sad thing is that I had already began to recognise the 
qualities of Street and Butterfield. One chapter on each would have made the 
Gothic Revival into a pioneering book of some value.89 
Clark's book The Nude (written for the Mellon Lectures of 1951) later asserted his 
affiliation with iconography, which he successfully combined with the idea of 'pure form', as 
suggested by the title .90 For this work, concerned with the nude as an ideal art form, Clark was 
advised by Leopold Ettlinger on matters concerning the survival of the antique, and by lohannes 
Wilde on Michelangelo.91 Nevertheless, the catalogue of Leonardo's Drawings at Windsor 
remained for him his 'only claim to be considered a scholar'.92 This is significant, considering 
that this work is similar in nature to that of the emigres on the Royal Collection published by 
Phaidon.93 For his second edition of Leonardo da Vinci, Kenneth Clark said that if he could 
write the book anew, he would abandon the belief - embraced in the first edition - that 'art is an 
activity which can be studied in isolation' and recognise that Leonardo's art and thought 'are 
really inseparable and react on one another at every stage of his life' .94 This desire of Clark to 
write on the interaction of art and science forecast his Civilisation series and provides yet 
another proof that he was moving closer to the Central European approach. 
The Criticism of the Emigres' Lack of Aesthetic Sensitivity 
If Kenneth Clark greatly respected Warburg's interest in allegories and symbols, yet he dubbed 
this area 'the most original and the most corruptible part of his work.' 95 Indeed, Clark was 
aware of the dangers of iconology. He acknowledged that iconologists had 'displayed greater 
learning and ingenuity than Morellians', but also expressed the fear that 'they had moved even 
further away fronr" the main purpose of art history, because for their purposes it is seldom 
:tf • 
88 -Kenneth Clark, The Gothic Revival, an Essay in the History of Taste, (London: Constable, 1928, repr. 
1950): 2. 
89 -Clark, Another Part of the Wood, pp. 109 & 174. 
90 -Kenneth Clark, The Nude, (London : John MUlTay, 1956): 6. 
91 Ib 'd " 
- I ., p .XXII. 
92 -Clark, Another Part of the Wood, p.176. 
93 -See p.99 & 204. '$:; 
94 -Kenneth Clark, Leonardo da Vinci , (London : Penguin, 1939, rev. ed. 1988) : 37. 
95 -Clark, 'The Study of Art History', p.238. 
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necessary to look at an original painting: the crudest engraving will do just as w~ll. '96 During a 
BBC broadcast, commenting on Wind's recently published Pagan Mysteries in the 
Renaissance, Clark pointed out: 
like connoisseurship, [the iconological method] is an unscientific science, in 
that the selection of evidence is arbitrary. Following Professor Wind's 
arguments is rather like watching a conjuring trick. At a certain point we 
become so fascinated by the patter that we forget to use our eyes, and then the 
trick is done.97 
Interestingly, Wind believed that connoisseurship was equally dehumanising to the art 
object.98 In any case, for Clark, art history could not be scientific because, as he said in reaction 
to Winckelmann' s The History of Ancient Art among the Greeks, 'unconsciously we are all 
Croceans and believe that the appreciation of art is intuitive, involving physical as well as mental 
responsiveness. '99 
Clark's overall positive response to the Central European influx was modified by the 
realisation that it inevitably implied a lack of sensory response to art. Similarly, it is the lack of 
sensory response to art which disappointed Pope-Hennessy in Antal's Florentine Painting: 
when the volume finally appeared in 1947 it proved a disappointing work. 
[The difficulty was] not that Antal was a Marxist, it was that his whole cast of 
mind was theoretical, and that he had a kind of pattern-making propensity 
which forced works of art into a mould [ ... ] he may, at first, have regarded me 
as a possible disciple, but our conversations convinced me that a combination 
of generalised style history and rudimentary sociology would never produce 
useful or interesting results. I 00 
In fact, Pope-Hennessy fully agrees with Cl ark that the art historian 'knows by a sort of 
Kantian intuition when he is right [ ... )' 101 Therefore, Pope-Hennessy admitted to having been as 
influenced by Lanyi's method as he was by Adrian Stokes' sensory response to sculpture in 
The Stones of Rimini. About this work, Pope-Hennessy wrote that it 'succeeded in 
communicating [ ... J the experience of physical tactility that is central to an understanding of 
f-! 
sculpture' .102 
;.r. 
96 -Ibid. 
97 -Kenneth Clark, 'The Concealed God ', The Listener, (27 Nov . 1958): 877 . 
98 -See p.84. 
99 -Clark, 'The Study of Art History ' , p.225. 
100 -Ibid. , pp.304-5. l .f/:t 
101 -Pope-Hennessy, The Study and Criticism of Italian. Sculpture, p.20. 
102 -Ibid., p.78. 
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The scholars on the fringe of art historical circles reacted far more negatively. In First and 
I 
Last Loves, the Poet Laureate John Betjeman, who worked as a collaborator of Pevsner on The 
Architectural Review, showed his contempt for Central European art history: 
We know [00'] the exact date and the name of the architect and the style of a 
building. The Herr-Professor-Doktors are writing everything down for us, 
sometimes throwing in a little hurried pontificating too, so we need never 
bother to feel or think or see again [ ... ]; for love is dead. 103 
The bias against emigre art historians researching British subjects 
That Betjeman chose to closely associate Pevsner's activities with the first chapter of First and 
Last Loves reveals that, in spite of their common defence of Victorian architecture, 104 the two 
contributors of the Architectural Review held a set of conflicting values. Gavin Stamp observed: 
Many of Betjeman's contemporaries were irritated by the sudden advent of a 
foreign modernist who began to analyse with Teutonic academic efficiency 
English subjects with which they were not wholly unacquainted themselves. In 
part, this was the reaction of English amateurism to German thoroughness [00'] 
It was Pevsner's obsession with what ought to have been built at a particular 
moment rather than with the beauty of what was built which exasperated many 
of his English contemporaries, whose response to architecture was rather 
artistic than academic. 105 
For Stamp, the debate around Pevsner was therefore uniquely centred around the 
professionalism of the latter versus the amateurism of Betjeman. Stamp's observation conveys 
the aversion of British scholars for foreigners who were, so to speak, treading on their toes. 
In fact, the emigres' art history can be characterised by its tendency to indulge in British 
subject, without a radical change in the methods used, as will be described later in Pevsner's use 
of Modernism. 106 However, in spite of unavoidable criticisms, the science of Central European 
emigres widened the scope of British art history in so far as it placed British art in a wider 
European context. This was already done prior to emigration by bi-national Ursula Hoff in her 
D.Phil. thesis Remf;irandt und England. 1 07 In Britain, this endeavour to widen the scope of 
~lf' 
British art history was pursued, for instance, by Ernst Sceyer who, from 1934 to 1936, attempted 
to write a book on the influence of William Morris on the Continent. He abandoned his task 
103 -John Betjeman, First and Last Loves, (London : John MUITay, 1952): 5. 
104 -Anon., 'Sir John Betjeman', Times Obituaries (1984): 245. 
105 -Gavin Stamp, 'Si r -Nikolaus Pevsner', The Spectator, (3 Sept. 1983): 13. 
106 -See p.1 05-113. 
107 -Ursula Hoff, Rembrandt und England, (Hamburg: Quakenbriick, 1935). 
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when he emigrated to the US. 108 Rudolf Wittkower and Fritz Saxl wrote British Art and the 
t 
Mediterranean, with the same aim. I 09 Wittkower often placed British art in a wider context as in 
Palladio and English Palladianism .110 When this book came out in 1948 it was acclaimed as 
'one of the most imaginative and courageous essays in path-finding' I11 and as one of the best 
examples of a new 'British artistic outlook', which has 'begun systematically to search out and 
throw light on dark corners in British art history, to study and reinterpret every fact or 
hypothesis relating to our stylistic development and artistic heritage generally' .112 Saxl strongly 
believed in such studies. He encouraged, for instance, mediaevalist George Zarnecki to undet1ake 
a complete survey of romanesque sculpture in Britain, and to study its links with the 
Continent.I 13 Friedrich Antal also showed the influence of an English artist and thinker abroad 
in his work on Hogarth. 114 In spite of his noted Anglo-centrism in The Englishness of English 
Art, Pevsner's Outline of European Architecture also contributed to this renewed interest in 
European art. 
In spite of the legendary Anglo-Saxon pragmatism, in Britain, aesthetics was preferred to a 
'scientific', historically based art analysis and it is this issue which was at stake in any criticism 
about Central European art history, as noted in Gavin Stamp's statement. For instance, Alec 
Clifton-Tay lor once complained to Pevsner about some church descriptions and the fact that 
they told everything but whether the churches were any good, to which Pevsner answered: 'You 
must go and look at them and make up your own mind. I have given you the facts' .115 
Emigre scholars produced surveys, monographs, catalogues of museum collections, but 
American and British scholars had also been trained in this compiling tradition: witness, for 
example, Bernard Berenson's CO/pus of Italian Paintings or Charles Morey's The Princeton 
Index of Christian Art . This index was started on a private basis by Charles Rufus Morey in 
1917 and turned into an institution from the mid-1930s. It dealt exclusively with Christian 
themes and the art of the Middle Ages until the 1400s. It had a double reference system; the 
108 -Wendland, p.609 ~~:. 
109 -See p.170-71. 
110 -Palladio and English Palladianisl11, Collected Essays, (London: Warburg, 1974), and British Art and the 
Mediterranean, (London: Warburg, 1948). 
111 -Anon., 'The British Artistic Outlook' , TLS (1951): xvi. 
112 -Ibid. 
113 -Interview with Zarnecki, Warburg Institute, London, December 1996. 
114 -Friedrich Antal, Hogdffh and His Place in European Art, (London: Routledge & Kegan Paul, 1962). 
115 -Observations by Clifton-Taylor, in 'Nikolaus Pevsner: 1902-83, a Symposium of Tributes', The 
Architectural Review vol. 174, (1983) : 5. 
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Monumental File, with its files for the photos, also contained information about the book 
• 
location, the condition of the object and the subject matter. The Subject File was ordered by 
subject headings; figures, objects, scenes and nature, confirming that these classifying skills, 
were not exclusive to the emigres. The Index was an instrument especially designed for the 
American need for pragmatic data bases and classification, a phenomenon found across the 
human sciences. I 16 
Similarly, Peter Lasko remarked that the main concern of English art historians had been: 
'the accumulation of factual information, the cataloguing of collections with attention to aesthetic 
quality and historical significance'. 117 A wide-scale, cross-disciplinary initiative such as the 
Robert Witt Library was English, but even so, it did not compare with the thoroughness of 
Charles Rufus Morey's iconographical enterprise. Unlike The Index, the Witt Library was only 
classified by artists but it caught the attention of Nikolaus Pevsner as early as 1927. 11 8 
In Britain, following the fashionable antiquarian tradition developed in Renaissance Italy, 
some scholars had compiled lists of ancient art. In 1637, Franciscus Junius - the Earl of 
Arundel's librarian - wrote De Pictura Veterum, a list of the literature on antique monuments. It 
was followed by his posthumous Catalogus Artificum, a dictionary of Ancient artists. I 19 
This antiquarian tradition was continued and expanded, for example, by art dealer John 
Smith who, from 1829 to 1842, compiled a Catalogue Raisonne of the Works of the Most 
.... 
Famous Dutch, Flemish and French Artists with their biography and their Main Works and 
Prices. By that stage, art analysis was privileged and the great tradition of connoisseurship had 
started. In the field of English art, Sir WaIter Armstrong catalogued Gainsborough's work 
(1900). In British museums, J.c. Robinson catalogued Italian sculpture at South Kensington. In 
1870, he published his Critical Account of the Drawings by Michel Angelo and Raffaello in the 
University Galleries of Oxford. 120 Gustave Finberg had written A Complete inventOlY of the 
Drawings of the Turner Bequest (1909). At the turn of the century, Emile Molinier l21 
116 -H. Stuart Hughesf 'Sea Change: Social Theory in a New Context', p.112; about emigre soc iologists Stuart 
Hughes writes; 'Our cduntrymen struck them as naive fellows, pedestrian, commonsensical, down-to-earth, and 
hypnotized by "facts'" . 
1 HI =lt~htIi/pte ~~lil~~\lt'hM)~ewolil!w~JWMie~E'd ~1¥~t.a.iflerg.IR~view of the Catalogue of painters 
and draughtsmen represented in the library of reproductions of pictures and drawings formed by Sir Robert and 
Lady Witt (with supplement), London, 1920, 1925', Ze itsch rift fur bildende Kunst, vol. 60, (Feb. 1927): 130-
l. 
119 -Bazin, p.80. 
120 -Pope-Hennessy, flf~ Study and Criticism of Italian Sculpture, p.13. 
121 -A French museum curator, Molinier compiled catalogues of works of art in Italy and London, see Le Tresor 
de la 8asilique St Marc a Venise, (1888) and La Collection Wallace a Hertford House, (1903-1904) . 
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compiled catalogues in the field of sculpture and so did Bernard Rackham (Majolica) and 
I 
George Hill (medals) for the decorative arts, to mention only a few. Later, from 1938 to 1948, 
Arthur Hind published his detailed 7-volume survey; Early Italian Engraving . A'thenian vase 
painting was meticulously studied and attributed by classical archaeologist John Beazley in Attic 
Red-figure Vase-painters, (1942) and Attic Black-figure Vase-Painters (1956). 
The cataloguing of the Royal collection at Windsor was a collaboration between 
Continental and British scholars, sometimes in the same volumes. 122 For instance, Johannes 
Wilde was directly engaged to work at the National Gallery, Windsor Castle, and at the British 
Museum. 123 He was asked to write the catalogue for the exhibition of Michelangelo's drawings 
in the British Museum in 1953 and was highly acclaimed for his 'combination of sensibility and 
learning' .124 A tribute must also be paid to Oskar Fischel who, when he worked at Windsor 
Castle on the Royal Collection, recognised the intervention of Raphael in what are now 
commonly called 'The Raphael Cartoons. 125 Edmund Schilling was invited by Blunt to 
catalogue the Drawings at Windsor. 126 Otto Benesch, Ludwig Burchard, and Fritz Grossmann 
also worked on some of the major corpus of works of the Royal Collections. 
British scholars were disturbed by the sudden interest of foreigners in British subjects. 
The strongest criticism against emigre art historians was expressed against Erna Auerbach, 
whose work on Tudor Artists was attacked on the front page of the TLS, the official arbiter of 
British cultural life. Commenting on Auerbach's opening sentence on the lack of studies in 
sixteenth-centmy English art, the reviewer reflects: 
Although many native scholars, in finding such a statement dumbfounding, 
may perhaps be accused of undue prejudice in favour of their own country, the 
most humble minded may be forgiven for asking why, if this represents the 
general belief of immigrant students, as many have little scmple in disclosing, 
they should trouble to explore such barbaric byways when the art history of 
their own and other civilisations was open to them. 127 
122 -e.g. Anthony Blunt & WaIter Friedlander, The Drawings of Nicolas Poussin, Catalogue Raisonne, VoI.III, 
in collaboration with Ellis Waterhouse and Jane Costello, (London: Studies of the Warburg Institute, 1953). 
123 -See Wendland, p.?ij2. Wilde later published the results of his many years of research in The Italian 
Drawings of the 15th a;:;d 16th centuries at the Collection of His Majesty the King at Windsor Castle, London 
1949, in collaboration with A.E. Popham, and in Italian Drawings in the British Museull1: Michelangelo and 
his Studies, London, 1953. 
124 -See Kenneth Cl ark, 'Johannes Wilde', Burl. Mag. , voU03, n0699, (1961) : 205. 
125 -See 'Editorial, The Raphael Cartoons', Burl. Mag., vol. 17, n0573, (1950): 337. The work of Oskar 
Fischel, posthumously published in his Raphael, 1948, came to an end when he died suddenly in 1939, a few 
months after his emigration. 
126 -See J. Byam Shaw,' -6;Dr Edmund Schilling', Bur/. Mag., voUl7, n0862, (1975): 51. 
127 -Anon. , 'Tudor Artists', TLS (10 Dec. 1954): 789-91. The present writer enquired about the name of this 
contributor but the TLS did not disclose the information. 
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In addition to its xenophobic comments, the review also castigated the work of Auerbach 
for methods typical of Central European Art History. The commentator's' back-handed 
compliment epitomises the British attitude to rut histOlY: 
The virtue of Miss Auerbach's book lies in bringing for the first time into 
sharp light a group of illustrations produced during a short period of English 
history, in a narrow field on the fringe of the world in which works of art were 
created. 128 
On issues of patronage, Auerbach stated that to arnve at an appreciation of the 
achievements of the Plea Roll illuminators, 'it was necessary to consider the evolution under 
royal patronage of the applied arts as a whole ' . Reacting to this statement, the reviewer 
remarked: 
Whether this expansion of her original subject was necessary is doubtful [ ... ] 
Impressive as it looks, it is sad to reflect that the enormous labour involved in 
noting, listing and checking the innumerable references to unpublished 
documents is largely rendered nugatory by the fact that by far the greater 
number had to do with what is classified indiscriminately as "decorative 
work" [ ... ] Harvesting of this sort seems to be thought obligatory to-day.129 
Whilst reasserting his contempt for studies in decorative art, the TLS critic condemned the 
often-noted exhaustiveness of Central European art historians on account of its attention to 
minutiae. 
Mixed reactions to the popularisation of Art History 
As a result of the lack of art history publications in Britain, 130 emigre scholars indulged in 
popular art history and were castigated for their attempts at popularising their discipline, In spite 
of the exhaustiveness of the BOE, Pevsner was blamed for indulging in too much generalisation. 
This also applied to his King' Penguins series in which he published An Outline of European 
Architecture,131 a book which has sold more than one million copies worldwide. 132 Reflecting 
on the popularisati9P of rut history, the classicist W.H. Plommer wrote: 
'J..,f. 
Idle, unschoo'ied, we drifted in the dru'k 
Till fashion gave us Pevsner and Lord Clark 
So moths from ragged holes, that shrink in shame 
128 -Ibid., p.791. 
129 -Ibid ., p.790. 
1§(jl =t\tlltcRil\1sI~~H~p,. AnlWuH~jl~2gpEuropeal1 Architecture, (Harmondsworth : Penguin, 1942, rev. ed. 
1963). ' $$ 
132 -Muthesius, S., 'Nikolaus Pevsner, 1902-1985' , in Deutsche Kunsthistoriker 1933-1945, ed. by H. Dilly, 
(Munich: Deutscher Kunstverlag, 1988): 192. 
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From day's clear light; embrace the candle flame 133 
The strange mixture of popular and erudite art history, which is deliberate in Pevsner and 
, 
the BOE, should be attributed to an adaptation to the English audience. Unlike most emigre 
scholars, Pevsner relied completely on British sources, privileging facts over theory, as his 
German predecessor Dehio. In this sense, Pevsner's Anglo-centric tendency were compatible 
with the nationalistic approach of British Art history condemned in the TLS article 'The British 
Altistic Outlook' .134 
The success of Gombrich's Story of Art (1949) is to be attributed to the same needs, but, 
originally, to a different public. For the Viennese scholar: 
this text still reflects the outlook [he] had acquired on the Continent [ .. . ] it 
crystallises the attitude of a vanished epoch for which art was not a subject of 
specialised knowledge [ ... ] but still part of the mental furniture of civilised 
men and women. 135 
This book has popularised art history, but at the same time, its conception was inherited 
from a tradition which praised humanistic knowledge. 
There were no specialised single-volume histories of Western Art written in the English 
language before The Sto,y of Art. By contrast, there were several single-volume histories of 
world art in German. One of those, Hermann Leicht's Kunstgeschichte del' Welt, was translated 
for the English-speaking world and published by George AlIen & Unwin shortly after the 
publication of Gombrich's St01Y. It was soon followed by the American History of World Art 
by E.M. Upjohn et aI., which was one of the first one-volume survey of world art ever published 
in the English language. 136 
Following Gombrich's success, Horst W. Janson was asked to write his St01Y of Painting 
for Young PeopLe,13? which remains the American equivalent of Gombrich's Sto,)}. Opposite 
popularising trends were found promoting popular and high art. Hauser's Social Hist01Y of Art 
presented the history of art from prehistory to the 20th century in terms of the connections 
;/ 
between social forces and visual expression. Ludwig Goldscheider mixed popular and High Art 
133 - 'Art Education by BBC' in W.H. Plommer, Autumn Leaves, (Cambridge: priv. printed, 1954). 
134 -Anon ., 'The British Artistic Outlook', TLS, Special Section, (24 Aug. 1951): xvi . 
135 -The Essential Gombrich, ed. by R. Woodfield, (London: Phaidon, 1996): 39, originally in introduction to 
The Story of Art. 
136 -E.M. Upjohn, et aI. , HistOlY of World Art, (Oxford: O.U.P., 1949). 
137 -Horst Janson, The !!f'JlY of Painting for Young People,frol/l Cave Painting to Modern Times, (New York: 
Abrams, 1952). Other attempts by emigre art historians to popularise their discipline in America include Richard 
Krautheimer's Rome: Profile of a City, 312-1308, (Princeton : Princeton University Press, 1980). 
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in his Art without Epoch. On the other hand, Ernst Kitzinger's book Early Medieval Art in the 
, 
British Museum and British Library, 1 38 still in print, originally aimed at propagating museum 
, 
research. About this book, Pope-Hennessy wrote: 'It is healthy that the findings of art history 
should be submitted to the suffrage of common sense.' 139 Pope-Hennessy had experienced a 
more open museum policy during his Wanderjahr in Germany, and tried to ensure that the 
facilities he offered where he worked subsequently were commensurate with those he had 
himself enjoyed as a research student at the Kaiser Friedrich Museum in Berlin. 140 
Of course, surveys in art history remained a small aspect of the production of emigre art 
historians who continued to publish more scholarly works. However, it is through these popular 
surveys that the emigres became brand names for the British audience and created a new public. 
The surveys by Central European scholars reveal their undeniable leaning for systematic 
research. Panofsky once reflected that: 
the German art historian tends to resemble an archipelago of little islands 
forming, perhaps a coherent pattern when viewed from an aeroplane but 
separated by abysmal ignorance; whereas the American confrere may be 
compared to a massive tableland of specialised knowledge in a desert of 
general information. 141 
This observation demonstrates the pluridisciplinarity of emigre scholars which had 
triggered an encyclopaedic ,propensity. 
For the emigres, the rejection of art appreciation combined with the systematic approach of 
Central European research, significantly, was a continuation of their work prior to emigration. In 
this respect, the question of intentionality is difficult to address for there is no proof that they 
consciously sought to change what they found in Britain. But, since the emigres were aware of 
the differences between their art history and that which was written by British scholars, it seems 
that their works reflected a desire to show that art history was a humanistic discipline based on 
historical research, in .;'? country where writings on art were mostly motivated by Kantian 
;t· 
138 -Ernst Kitzinger, Early Medieval Art . . . , (London: Trustees of the British Museum by the British 
Museum Publications, 1940, rev. ed., 1963). 
139 -Pope-Hennessy, Learning to Look, p.28 I. 
140 -Ib 'd 44 l~ I ., p. . 
141 -Erwin Panofsky, 'Three Decades of Art History in the United States' , Meaning in the Visual Arts, Papers 
in and on Art HistOl}" (Garden City, N.Y.: Doubleday Anchor Books, 1955): 321-46 
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principles. 142 This chapter has been shown that, contrary to Gombrich's assertio~, 143 academic 
art history was not the only aspect of art history imported by the emigres, since their mere 
presence fostered a two-way debate on the object of art history. 
142 -Podro, 'Art History and the Emigre Scholars', p.86. 
143 -Foreword by Ernst Gombrich in The Essential Gombrich, p.7. 
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2. The Impact of Emigration on Ernst Hans Gombrich and Nikolaus Pevsner 
, 
a. The Debate on the Withdrawal from Ideology 
Timothy James Clark acknowledged an enolmous debt to the Central European art history of the 
previous generation, dubbing it ' the golden age of art history'. I In particular, he praised the 
work of Riegl and Wolfflin for their use of dialectical analysis which anchored their art history 
in an ideological system derived from Hegel. Clark considered the system of polarities as a 
proof of the ideological in the art historical debate. This perspective contradicts the viewpoint of 
Ronald Gray who argued that the fascination with polarisation and synthesis which appeared in 
German intellectual life since Goethe's Farbenlehre and Hegel's dialectic has led to a 
willingness to suspend criticism. 2 Clark also acclaimed cultural historians like Burkhardt and 
Warburg, if not the iconography they produced. On the other hand, he extolled the work of 
iconologist Erwin 'Panofsky, especially in Perspective as Symbolic Form, as his dialectical 
thinking had the power 'to open up a field of enquiry, to enable certain questions to be asked'.3 
However, T.J. Clark scorned the emigres' attempts in popular art history and their 
encyclopaedic approaches represent a certain withdrawal from ideology because he felt that not 
only did post-war art histOlY become 'manservant of the art market' but it also 'declined from a 
polemic about tradition and its forms [ .. . ] into desultory theme-chasing'.4 In post-war British art 
histOlY, Clark saw an unavoidable retreat from ideology. 
Clark' s Image of the People attempted to divert this phenomenon by clarifying that social 
art history focuses on pictorial tradition and 'is concerned with what prevents representation as 
much as what allows it'. Clark set out to explain 'the connecting links between artistic form, the 
available systems of visual representation, the current theories of art, other ideologies, social 
classes, and more general histbrical structures and processes.' 5 What concerned him was the 
absence of history from the act of artistic creation and his main question was 'how did the past 
disappear? How wasJt that those questions, that paradigm got lost?' . 6 This chapter will examine 
j! 
whether ideology, ds it is defined above by Clark, did in fact disappear from Gombrich and 
Pevsner's works after World War 11. 
1 -Ibid. 
2 -Ronald Gray, The German Tradition in Literature 1871-1945, (Cambridge: C.U.P., 1965): I. 
3 -Timothy lames Clark, 'The Conditions of Artistic Creation', TLS (24 May 1974): 561. 
4 -Ibid. 1.$ :; 
5 -TJ. Clark, Image oJthe People, Courbetand the 1848 Revolution, (London : Thames and Hudson, 1973): 12. 
6 -Ibid. 
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The most common answer to this question is provided by Hamburg Professor Martin 
• 
Warnke who believes that, as Jews, Panofsky and the Warburg circle 'steered clear of any 
politically orientated iconography in order not to be controversial.' 7 More recently Parker noted 
that from the time of their experiences in Germany Richard Krautheimer and Panofsky took an 
extreme care to remove any ideological inflection from their work: 
[because] they had already begun to direct their research and method away 
from the ideologically tainted techniques of style analysis, judgments of 
beauty, and the more intolerably chauvinistic and "unscientific" aspects of 
Hegelian iconography.8 
The most extreme examples of the latter approach, such as Riegl's recurrent distinctions 
between northern and southern tastes, was challenged by the Warburg circle in the 1920s. They 
criticised the focus on national issues through their interest in the survival of the antique. 
Wilhelm Pinder' s genealogical analysis and Josef Strzygowski's pro-Nolthern art history were 
not held in the highest regard in iconographical circles, as witnessed by Adolph Goldschmidt at 
the International Congress of Art History in Stockholm in 1933.9 Nevertheless and to challenge 
Warnke's and Parker's assertions, the distinction between iconology and stylistic analysis was 
not always clear-cut. This has been noticed above in Edgar Wind's analysis of Aby Warburg's 
Concept of Kulturwissenschaft lO and can be reasserted by T.J. Clark's observations on 
Panofsky's pre-emigration dialectical thinking which proved that both stylistic analysis and the 
use of polarities were not utterly abandoned. I I Besides, Panofsky also had a great interest in the 
question of national sty le. 12 
Alongside Parker's observation, Michels noticed that emigration gave iconologists: 
the chance to free the arts from the ideological usurpation which they received 
from the Nazi policies and to interpret them in a new international context [as] 
the iconology was a method which did not exclude the traditional methods of 
thinking and procedures but included them [and] the US scientific milieu [ ... ] 
provided [ ... ] several possibilities to anchor the iconological method.' 13 
1/ 
!r· 
Michels' perspective suggests, more than Parker's article, that iconologists purposely 
7 -Andreas Beyer, 'Interview with Martin Warnke', The Art Newspaper, n° 19 (June 1992): 2. 
8 -Parker, 'Art History and Exile .. .' , p.3l8. 
9 -Michels, 'Transpiantierte Kunstwissenschaft. . .', p.215. 
10 -Part U, Chap. l , p.84. 
11 -See p . 102 . 1.~ 
12 -Beyer, p.2. 
13 -Michels, ibid ., (translation mine). 
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withdrew from ideology after emigration. Panofsky believed that they were able to do so 
, 
because their new attempts at internationalising rather than nationalising art history were met 
with a general American disinterest in stylistic forms of European regions, nations or schools, 14 
combined with a knowledge of the iconographical method. 15 While reflecting on the impact of 
emigration on art history, he asserted: 'where the European art historians were conditioned to 
think in terms of national and regional boundaries, no such limitations existed for the 
Americans' .16 This did not apply to British art history for which the whole of Europe did not 
'merge into one panorama'. 17 Furthermore, in spite of Wolfgang Kemp's assertion l8 that 
iconography was first developed in England, the internationalisation of art history there was not 
due to a familiarity with iconographical methods. It was not due either to to the eagerness to 
acquire this approach witnessed by Panofsky in countries such as the United States and 
Sweden.19 
In fact, it was not only through their encounter with foreign art history that German art 
historians withdrew from the nationalistic debate to avoid entering the ideological debate. The 
up-rooting of these Central European art historians from their homelands was not the sole factor 
in changing art history. This was verified in post-war Germany where: 
The stylistically critical method, which rendered possible the ideological 
exploration of art under the premise of objective academic nature, was reduced 
to a neutral technique, which could be used for new research aims, such as the 
question of subject -matters.20 
The withdrawal from ideology noted by Clark can both be found in Germany and in the 
works of some emigre art historians, but in the case of Pevsner and Gombrich, it clearly was 
transformed into a moralistic approach to their subject. 
h. Modernism and Totalitarianism: Pevsner's Aims, Detractors and Reflections 
on his HistoricatMethod 
14 -See Panofsky, 'Three Decades .. .' , in Meaning in the Visual Arts, p.376. 
15 -Michels, 'Transplantierte Kunstwissenschaft. . .' , p.2IS. 
16 -Panofsky, 'Three Decades .. . " p.376. 
17 -Ibid. 
18 -Wolfgang Kemp, John Ruskin, Leben und Werk, (FrankfurtlM., 1983, repr. 1987): 371, f.374, transl.: The 
Desire of my Eyes, the Life and work of John Ruskin, (London: Harper and Collins, 1991). 
19 -Michels, ibid. Panofsky ~w in the deficit of original monuments the explanation for the eager reception of 
the iconographical method in America and Sweden, and this phenomenon could hardly apply to Britain . 
20 -Ibid. 
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I I 
Despite the view that most emigre scholars strayed from Hegelian principles to avoid national 
. 
issues, Nikolaus Pevsner attempted the opposite; to escape from Nazi ideology by adapting his 
encyclopaedical methods and eclecticism to the internationalisation of art history, which 
contradicts the above observation of a withdrawal from Hegelian ideology. Most of Pevsner's 
books use the empirical approach, covering several centuries or the systematic development of an 
art form.2 l This applies to Academies of Art (1940),22 a book showing the artist's changing role 
in society. Through it Pevsner wished to 
provide a straightforward description of four centuries of artistic education, 
linked with certain political, social and aesthetic data [so as to] help art out of 
its present dangerous situation [in which] the artist has become so painfully 
severed from his public.23 
In this book, Pevsner's prescriptive attitude goes hand in hand with a Hegelian 
interpretation. Pevsner's enthusiastic views on the Bauhaus help explain why he believed state-
run mt schools to be the best manner to integrate the artist in society. 24 His adhesion to the 
International Style reflected his anti-totalitarian approach, because the Nazi regime forbade 
Modernism. Even though a Nazi leader like Baldur von Schirach promoted modernist artists 
such as Emil Nolde,25 this attitude remained an exception. Artists who wanted to gain 
recognition from the Third Reich had to adopt a traditional, regionalistic art; the Volkisch style 
advocated by Alfred Ros~nberg. By contrast, 'degenerate artists' positioned their works in terms 
of international standards of modern art. 26 Rosa Schapire' s promotion of German 
Expressionism shows that defending modernist art was in itself a political statement.27 
Thus, Pevsner's interest in the International Style cannot be dissociated from political 
events. For the Nazis, modern architecture was only deemed appropriate for factory buildings. 
Besides, typical of Modernism was the insistence on the 'thingishness' of things rather than on 
21 -Pioneers of Modern Design: from William Morris to WaIter Cropius is an attempt to chronicle the 
development of the modern movement from the mid-19th century to 1914, covering art, architecture and the 
decorative arts . A History of Architecture Literature from Horace Walpole to William Morris , deals with the 
literature of English writ~is of the Gothic and Italianate revivals. A History of Building Types is a pioneering 
study of the building typd's which evolved in the 18th and 19th centuries. An Outline of European architecture 
discusses the main post-Roman architecture trends. 
22 -Nikolaus Pevsner, Academies of Art, Past and Present, (Cambridge: C.U.P., 1940). 
23 -Academies of Art, Preface. 
24 -In Pioneers of Modem Design, p.38, Pevsner qualifies the Bauhaus of ' paramount centre of creative energy' 
and his following book, Enquiry into Modern Design, was first and foremost a vigorous pro-Bauhaus manifesto. 
25 -lonathan Petropoulos, Art as Politics in the Third Reich, (Chapel Hill & London: The University of North 
Carolina Press, 1996): 22~3. 
26 -Berthold Hinz, Art in the Third Reich, (Oxford: Basil Blackwell, 2nd ed., 1979): 11. 
27 B h 'D R S h ' . , 
- e r, rosa c apue ... . 
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ideology and theories.This was revealed in Henry-Russell Hitchcock's emphasis on 'sets of 
. 
actual monuments' and the resort to technical analysis rather than theory.28 Pevsner's 
, 
admiration for Gottfried Semper must be pointed out as an inclination towards the idea that a 
work of art is a result of a combination of its functions, i.e. its material and its technique, rather 
than towards a more progressive and Hegelian Kunstwollen. As Reyner Banham explained, to 
authors like Hitchcock and Pevsner, 'the International Style is also an international style like 
those exemplary international styles of the past, the Gothic and the Baroque. '29 
Tlu·ough Pioneers of the Modern Movement, Modernism in architecture was the first thing 
Pevsner promoted once in England.30 Upon his arrival, he could have chosen to expand his 
article on 'das Englische in der englischen Kunst' written in 1934, the first step towards The 
Englishness of English Art (1956), which did use a nationalist approach to the study of art. 
Instead, he obviously decided to pursue an interest in Modern architecture which he had hardly 
been able to develop in Germany for political reasons. In 1926, after his D.Phil., Pevsner worked 
as an assistant at the International Art Exhibition of Dresden on which he wrote fourteen articles. 
As a Privatdozent at the University of Leipzig from 1929 till his emigration in 1933, he 
abandoned Modern art and resumed his writings on the Baroque and Italian sixteenth and 
seventeenth century art. Apart from one review of a book on Le COl·busier, he did not write 
articles on Modern architecture.3' In the U.K., Pevsner's second book, EnquilY into Modern 
Design, which derived from empirical work done at the University of Birmingham, just like 
Pioneers, aimed at spreading the notion of International Style. 
He later enlarged this notion both in space and time by developing his theory of Modernist 
architectural space as a parallel to the aspirations of the eighteenth-century Picturesque 
movement. The root for the connection lies in John de Cronin Hastings' gift of Christopher 
Hussey's The Picturesque to Pevsner. 32 In this book Pevsner discovered that the Picturesque, 
as defined by Joshua Reynolds, used "natural landscape" and an emphasis on asymmetrical 
features. Pevsner reached the conclusion that the architecture of Gropius and Le Corbusier 
J./ 
~{, 
28 -A Critic writes, Essays by Reyner Banhalll, p.284. Banham refers to Hitchcock's stance in The 
International Style; 'For the International Style already exists in the present, it is not merely something the 
future may hold in store. Architecture is always a set of actualll1onuments, not a vague corpus of theory'. 
29 -Banham, A Critic writes, p.285. 
30 -Pevsner first gave classes on contemporary architecture as a lecturer in Gottingen in 1930. 
31 -See Concerning Architecture, Essays Presented to Nikolaus Pevsner, ed. by J. Summerson, 
(Harmondsworth: Alien ~1\ne, Penguin, 1968): bibliography compiled by John BaIT, p.275-85. 
32 -The Picturesque Garden and its influence outside the British Isles, ed. by N. Pevsner, (Washington D.e.: 
Dumbarton Oaks, Trustees for Harvard University, 1974): 119. 
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contained such picturesque principles.33 This non-modernist attitude towards tradition can also 
t 
be found in Pevsner's defence of Victorian architecture. However, Pevsner's support of 
, 
Victorian architecture when it was attacked should be considered in the light of his activism as 
much as in his defence of any art form representing the 'spirit of its age'. From his arrival in 
England and publication of An Enquily into Industrial Design in England, Pevsner became an 
alt historian directly involved in the promotion and protection of art. In the primary sense of the 
word he must be considered as a "political" art historian. As an historian of architecture, this 
commitment was certainly easier than for historians of art, but it was by no means the norm. 
Other architectural historians were committed, but were seldom involved in contemporary issues. 
Pevsner's Detractors: 
In the eyes of young architects, the parallel with the non-functionalist Picturesque architecture 
and the promotion of Victorian architecture endangered Pevsner's reputation as a true Modern 
and,34 according to Hanno-Walter Kruft, the architectural debate stagnated from then on.35 
But this was not the first attack against Pevsner's positions. From Pevsner's first effort to 
record design in An Enquiry into Industrial Design in England 'Pevsner-bashing has been an 
accepted academic field sport' .36 Anti-Modernist critics have also considered Pevsner's 
commitment to the defence of Modern architecture as totalitarian. This view has now become an 
accepted reassessment of his works. As early as 1937, L. Andrews assessed the implications of 
Pevsner's trend of thought in his study on Design, thus criticising the Modernism of An 
Enquify into Industrial Design. Andrews wrote: 'The defect for me of the Pevsner School is 
that it brings its apparatus criticus to bear in the first place, its eye in the second.' 37 Yet, the 
mere fact that this critic attributed Pevsner's work to the school which promoted the 
International Style at such an early 'stage is indicative of Pevsner's early impact. The remark on 
Pevsner's apparatus critic us also refers to an ideological stance in Pevsner's architectural 
analysis. Of even greater significance was the reviewer's interpretation of An Enquiry into 
Industrial Design's "m~ Brother tendency" and his warning against Pevsner's systematic 
modernism and the moral dangers it entailed for alt appreciation: 
33 -Ibid., p.121. 
34 -See Reyner Banham, 'Revenge of the Picturesque: English Architectural Polemics, 1945-1965', in 
Summerson, J., Concerning Architecture, pp.265-75. 
35 -H.W. Kruft, A History of Architectural Theory frol/1 Vitruvius to the Present, (New York: Zwemmer, 
Princeton University Press, 1~4) : 434. 
36 -Banham, A Critic Writes, p.217. 
37 -L. Andrews, 'Except only Herman', The New Statesman and Nation (1937): 350. 
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If we wish to be really unkind, let us look at Port Nuffield, for so we may term 
, 
the ideal town to which Dr. Pevsner's school is leading us. Here are Nos 45 
and 46 with their children, 45 A and Band 46 A. They have just had lunch off 
plain china - a change in taste in the Royal Household (see page 76) has 
brought this about and they are about to go out. It is a winter's day, but they 
do not go to the cinema; that would prove them Escapists (see page 11). They 
would like a new fire, for they have discovered by experience that their old one 
gives too much heat directly in front and has little diffusion. Fires are chosen 
by one criterion only, fitness of purpose (page 20). Their model therefore 
does not fulfil its function; the old electric copper bowl which did would be 
better. But no, after consulting Pevsner (page 22) they find that it was not bad 
looking, but obviously conceived as a heating machine exclusively. A little 
bewildered, they therefore go and buy a portculllis with its artistic grid-iron 
radiant, somewhat shattered when 45A points out that from his work in school 
he thinks the design a Tudor imitation. At the Central Depot for approved 
designs they spend an idle hour looking at wall-papers, woven stuffs, etc., and 
fill in a questionnaire as to their preferences, thus becoming Exhibitionists. 
They buy themselves, perhaps, a plain glass sherry set, and return to their plain 
home,38 
, 
In this prewar context, Andrews was the first reviewer to see in Pevsner's Modernism a 
strong denial of individuality: 'It is time' , he wrote, 'that we should see how Germanic this is 
and how the prospect it holds out may turn in the end into a steam-roller threatening the 
existence of any private environment. '39 Pevsner's Academies of Art was soon reproved for its 
determinism and its praise of absolutism. From the US., where he had found refuge, Horst W. 
Janson wrote: 
Mr. Pevsner - or better perhaps Herr Pevsner - visualises the totalitarian state 
of the future as training its artists in strictly regulated state academies that will 
again imbue them with the Medieval ideal of "service to community" [ ... ] If 
the author believes in 'the essential oneness of any given period', as he writes 
in his preface, he should be prepared to admit that his diagnosis is really part 
of the disease.4o 
j/ 
~"I". 
This disease fOI~inS the main object of accusation of Pevsner's entire work. Thus, Pevsner 
was attacked by Modernists for referring to a non-functionalist past whilst trying to 
internationalise the Modern Movement. He was also criticised by anti-Modernists for sharing 
common approaches with Nazi art historian Wilhelm Pinder, his supervisor at Leipzig to whom 
38 -Andrews, p.350. l~$ 
39 -Ibid. 
40 -Horst Janson , 'Book review : Industrial Art in England', Parnassus VoU2, n07, (Nov. 1940): 25. 
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he dedicated Academies of Art.41 Mat'lite Halbertsma wrote; 'For me it is an enigma why [ ... ] att 
I 
historians who suffered so much under Nazism, never gave up their admiration of Pinder and 
took their ideas about national characters from him without any hesitation' .42 But Pevsner and 
other emigre scholars drew a line between an art history explained along national criteria and 
Nazism. Pevsner revealed this in his obituary of Pinder to The Times: 
He was a nationalist - his discovery of so many specific values in German art 
not seen by anybody before him and not at once recognised abroad, had made 
him one [ ... ] But whatever was rumoured during and immediately after the 
war, he was not a Nazi. His Kunst der deutschen Kaiserzeit [ ... ] proves his 
nationalism (and its dangers) as well as his refusal to accept Nazi dogma.43 
Pevsner's Buildings of England, a highly regionalistic enterprise, was also very much 
inspired by Dehio's example. Dehio had designated as "Germanic" certain characteristics such 
as the decorati ve abstract lines of Irish miniatures and, following Hegel, late Romanesque and 
Gothic art. 44 It was therefore not a contradiction for Pevsner to adhere to Pinder's 
Kunstgeschichte als Geistesgeschichte. Beside, this method was developed by followers of 
Riegl, Schmarsow and Wolfflin and their emphasis on form and polarities was subsequently 
used by Max Dvorak and Wilhelm Worringer. It infused a spiritual element to art which became 
'the account given of the psychological experience of the moment rather than its physical 
assimilation. '45 This ex_plains why Pevsner was using a 'schematic analysis, guided by a theory 
rather than by documentary evidence' .46 In 1949, Pevsner advised Francis Haskell to start a 
Ph.D. on "Jesuit art", a problem which had interested him during his time in Rome as a 
student. Pevsner was convinced that there could be such a thing as "Jesuit art" as the spiritual 
values shared by the order should have pervaded all their commissions.47 This also explicates 
Pevsner's appeal to an English art audience versed in aesthetics and the psychologising it 
entails. 
Apart from endorsing Pinder's methods, just like other emigre scholars trained under 
41 -Academies of Art, ';fo W .P. in grateful and faithful remembrance of the past'. 
42 -M. Halbertsma, 'Nikolaus Pevsner and the End of a tradition , the legacy of Wilhelm Pinder' , Apollo (1992): 
109. 
43 -Extract from the manuscript of Pevsner's obituary to Pinder, published in The Til1l es, Aug. 8, f.7 (7th 
edition, not kept by The Times archives, 1947. Source: Box 138, Special Collections, Pevsner Estate, Articles 
Collection, Getty Museum, Malibu. 
44 -Gustav Dehio, Geschichte del' Deutschen Kunst: das friihe und hohe Mittelalter his zum Ausgang del' 
Staufer, die Kunst des Romanischen Stits, vo!. I, (Berlin & Leipzig: de Gruyter, 1930, 4th ed.): 24-5. 
45 -Halbertsma, 'Nikolat'l's Pevsner. . .', p.108. 
46 -Watkin, Morality and Architecture, p.74. 
47 -Interview with Francis Haskell, Department of Art History, University of Oxford, 23rd February 1995. 
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him,48 it is actually Pinder's role as a populariser of mt which Pevsner most appreciated. 49 This 
, 
is made clear in his obituary to Pinder where he wrote in the first paragraph: 'his infectiously 
• 
enthusiastic lecturing impressed itself so much on the public in Germany in general that one can 
safely attribute to him the whole of the now universal appreciation of German late-mediaeval 
sculpture and German Baroque architecture.' 50 Similarly, Pevsner managed to foster 
architectural appreciation in Britain,51 and in fact, his Pelican History of Alt series was hailed as 
an international initiative in a field of studies still embedded in nationalistic issues.52 
David Watkin rightly asserted that 'Pevsner's outlook is historicist in the Popperian 
sense' .53 Academies of Art corroborated Watkin's observations made in Morality in 
Architecture, the best attempt to date to show Pevsner's holistic method: 
[Pevsner] believed that alt is and should be a product of the economic, social, 
and political conditions under which it is created; he believed that there is such 
a thing as the essence of the age, and that the common essence is more 
important than its individual manifestations; he has accordingly discerned the 
political and social norms of the twentieth century, and insists that art and 
architecture must be subordinated to them. Consequently he can and does 
insist that he knows what will and must be the architectural expression of the 
age.54 
Yet, as previously noticed, Pevsner's method was anchored in a historical context and 
tradition which transformed his writings into totalitarian dictates. In the light of theories 
developed by Popper and post-Modems, his method was unacceptable ideologically. 
Pevsner's reflections on his historical method: 
Nonetheless, Watkin' s claim that Pevsner 'was reluctant to consider that history can be 
interpreted in different ways' and that anyone who writes 'should have sufficient self-awareness 
to understand what ideological stance he occupies' is equally untenable. 55 Watkin's observation 
can be contradicted with Pevsner's comments on the typescript of Paul Frankl's Zu Fragen des 
48 -Halbertsma, ibid. , also mentions Hans Jaffe who emigrated to Holland. One could also find very significant 
traces of nationalist art hi~ry in students of Pinder because they followed much of his method which, at the 
time, was considered mon:h nnovative than that of Wolfflin. Herrmann, Pevsner's colleague at Leipzig, chose 
Pinder as a supervisor in opposition to Wolfflin . 
49 -See Halbertsma, 'Nikolaus Pevsner. . .' , p.107 . 
50 -Pevsner, 'Obituary to Pinder', The Times, (8 Aug., 1947): £.7 
51 -See Alec Clifton-Taylor' s comment in 'Nikolaus Pevsner: 1902-83, a Symposium of Tributes ' , The 
Architectural Review vol. 174, (1983) : 5. 
52 -'The British Artistic Outlook' , TLS, (1951): xvi. 
53 -Watkin, Morality and'-A1I"chitecture, p. ll!. 
54 -Ibid. 
55 -David Watkin, 'Sir Nikolaus Pevsner, A Study of Historicism' , Apollo , (Dec. 1992): 171 . 
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SlitS. 56 In a letter to art historian 10sefa Weitzmann-Fiedler, Pevsner wrote: 
There is his obsession with naming and defining and there is his obsession 
with creating new terms [ ... ] The trouble is that this is a peculiarly bad moment ' 
for a book of this particular kind. I know it because I spent a good deal of 
time when I was young on trying to define Mannerism and trying to separate 
late Baroque from High Baroque. Now those who work on Mannerism want 
to reduce the word to what they called originally maniera, i.e. they are not 
interested at all in the existence of a universal style at a particular moment. 
Take the history of art in general; neither the Warburg nor Gombrich nor all 
those who are turning to the social history of art would have patience with 
such a book.57 
This letter proves several things; first, that Pevsner was conscious of the method he used 
as a young art historian when he was trying to focus on the emergence of new styles - a 
typically Hegelian trait; secondly, that his method had been the search for a 'universal style at a 
particular moment'; thirdly, that he was aware of conflicting contemporary methods such as that 
of the Warburg Institute, Gombrich, or Social art historians; finally, that when he wrote this letter 
he still believed in his method even though it was not topical any longer. 
But even in a book with such a debatable title as The Englishness of English Art, Pevsner 
expressed a new skepticism towards the systematisation of English aspects of art. He wrote: 'as 
far as I can now see [ ... ] English art in nearly all ages escapes the system.'58 He acknowledged 
further the dangers of a comparative geography of art which 'by the choice of contrasts facts 
may just as easily be concealed as revealed' .59 Such examples refute Watkin's argument that 
Pevsner was not aware of his own methodology. 
Pevsner's comments on his methodological conceptions pose further contention to 
Watkin's assertion. In 'Reflections on not Teaching Art History' he wrote: 
The Courtauld does not seem yet to have found a new approach to the subject, 
different in principle from those which I have tried to outline with my German 
examples. Nor is that perhaps needed at this stage in England. My own 
experience mak~s me think so. For my own work, [ ... ] is entirely eclectic, and 
yet it seems to rheet a demand [ ... ] nothing that has not been done [ ... ] but is 
that so relevant - at least in England - now?60 
56 -Paul Frankl, Zu Fragen des Stils, (Leipzig: Weinheim, 1988). 
57 -Letter of Pevsner to Mrs 1. Weitzmann-Fiedler, Box KO:KH, Special Collections, Pevsner Estate, Getty 
Museum, Malibu, 8/06/1971. 
58 -Nikolaus Pevsner, The'llnglishness of English Art, (Harmondsworth : Penguin Books, 1956, repr. 1993): 10. 
59 -Ibid ., p.109. 
60 -Nikolaus Pevsner, 'Reflections on Not Teaching Art History', The Listener, (Oct. 1952): 715 . 
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This is a key sentence which shows that Pevsner's eclecticism resulted from his 
immigration in Britain where art history was under-developed. Pevsner demonst'rates his 
eclecticism in various ways. He used a technical approach derived from Dvorak in A History of 
Building Types. He resorted to a Rieglian stylistic approach in The Leaves of Southwell, and to 
WOlfflinian polarities 61 and Paul Frankl's theories of space62 in The Englishness of English 
Art. Furthermore, Janson and Watkin both saw in Pevsner's sketchy picture of medieval art the 
influence of English writers such as Ruskin, William Morris63 and Pugin. 64 Yet, as the 
preceding quotation shows, this influence sterns from the fact that Pevsner wished to study art 
for an English audience, in an attempt to introduce art history to the British. The fact that he 
partly analysed art from an English perspective was certainly a key to his success in the United 
Kingdom. The subjects he wrote about had been studied before him, but what mattered was the 
introduction of a new discipline in Britain. For Pevsner, this eclecticism is consciously adopted 
and as stated in his 'Reflections ... ', his eclecticism catered for a shortage of systematic study. 
The fact that the Leipzig scholar did not realise that this eclecticism used methods solely derived 
from Hegelian reflections is typical of a circular Zeitgeist methodology. Such eclecticism is also 
found, for instance, in WOlfflin who borrowed Pinder's generation method.65 
Furthermore, Pevsner's own comments on ' the weakness of [his] unphilosophical 
mind'66 have to be taken into account as evidence of his self-awareness. It may therefore be 
irrelevant to blame Pevsner for not fully understanding the implications of his Hegelian method 
and its later post-modern interpretation as it is not central to Pevsner's aim. Moreover, thinking 
in terms of national characters harks back to the beginnings of art history.67 If nationalistic 
theories were common to the previous generation of art historians, Pevsner was not the only 
61 -Pevsner, The Englishness . .. , p.24; 'The history of styles as well as the cultural geography of nations can 
only be successful - that is approach truth - if it is conducted in terms of polarities, that is in pairs of 
apparently contradictory qualities'. 
62 -Unlike Riegl who analysed space between characters and landscape in paintings, Frank! considered architecture 
from within , as Pevsner does in The Englishness . . . , Chap. 4, pp. 108-13, on 'Perpendicular England ' where the 
author emphasises the exces~rve length and height of English architecture . 
63 -Janson, 'Book review: /i;dustrial Art in England". 
64 -Watkin, Morality and Architecture, p.76. 
65 -See Heinrich Wolfflin, Principles of Art History, the Problem of the Development of Style in Later Art, 
(New York: Dover Publications, 1915, rev. ed. 1950): preface to the 6th edition, p.ix ; 'Even the most original 
talent cannot proceed beyond certain limits which are fixed for it by the date of its birth. Not everything is 
possible at all times, and certain thoughts can only be thought at certain stages of their development.' 
66 -Pevsner, The Englishness, p.IO. 
67 -See Johann Joachim Wi;ff<elmann, Geschichte der Kunst des Alterthums, transl. by G.H . Lodge: The 
History of Ancient Art among the Greeks, (London: Sampson Low, 1881) which situates Greek art in the 
context of a particular time and place. 
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emigre who was still using such methods purely as useful constructs and stylistic tools. As 
. 
mentioned above,68 Panofsky also had a great interest in the question of national style and used 
Wolfflinian patterns,69 while Edgar Wind sometimes used Hegelian principles which he also 
encountered in Gombrich. Wind noticed that 'while [ ... ] Gombrich never misses an opportunity 
to inveigh against the notion of Zeitgeist, he continues to use the concept in the guise of 'period 
flavour'.70 In fact, Gombrich himself acknowledges the influence of Hegelian-based art history 
in his initial training.7l Also, the geographical standpoint in art history was still widespread in 
the 1940s. 72 
Banham found Pevsner's historicism: 'constricting and often glibly rhetorical' but 
observed that 'the matter, is one of indifference to Pevsner'. 73 On the one hand, Pevsner is still 
using the Hegelian method because he focused on promoting the Modern Movement and his 
discipline with the methods he had learnt in Germany. On the other, his impact on a subsequent 
generation of art historians 74 who, unlike Watkin, admired his flexibility demonstrates that he 
made the British aware of art history as an intellectual discipline.75 For example, Francis Haskell 
adopted a very different stance from Pevsner's on Jesuit art, as he demonstrated that there was 
no Jesuit art per se but that art themes merely depended on the interaction between painters and 
lay patrons. Yet, Haskell said that he 'can now assert that Pevsner, through his flexibility and 
refusal of single methods, influenced the entirety of (his) career'.76 In fact, it is this flexibility 
which eventually led him to the subject of Patrons and Painters and to its iconological 
treatment. Of course, in a deconstructive age, Pevsner's ignorance and misuse of ideological 
implications - via his unconditional adoption of encyclopaedical methods, the modern movement 
68 -See p.113. 
69 -See Holly, Panofsky . .. , pp.46-5 L 
70 -Wind, The Eloquence of Symbols, p.112. 
71 -Ernst Gombrich, Ideals and Idols, Essays on Values in History and in Art, (Oxford: Phaidon, 1979): 187; 'I 
certainly succumbed to the fashions of the day when, in my doctoral thesis, I applied 'formal analysis' to the 
mannerist architecture of Giulio Romano. ' 
72 -Beyer, p.2. t,. 
73 -Ban ham, A Critic Wrj~es . . . , p.220. 
74 -See Stefan Muthesius, 'Nikolaus Pevsner' , in Dilly, H., ed., Altllleister Moderner Kunstgeschichte, 
(Berlin: Reimer, 1990): 191; 'Tatsachlich gibt es in England unter den heutigen Architekturhistorikern zwischen 
vierzig und sechzig kaum einen, del' nicht von ihm beraten wurde.' 
75 -Stephen Games, 'The AlTival of Pevsner had a Galvanic Effect', The Listener, (4 Feb. 1982): 8. Games 
quotes Reyner Banham; The arrival of Pevsner had a galvanic effect. It suddenly opened their eyes to the scope of 
architectural history. My interest in the subject as an intellectual discipline is entirely due to Pevsner. Nothing 
I'd read, no one I'd spoken t&, suggested that there could be such a rewarding body of systematic study. It was an 
eye-opener. ' 
76 -Interview with Francis Haskell and Patrons and Painters, (London: Chatto & Windus, 1963): xix. 
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and eclecticism - sounds unacceptable.77 
c. Gombrich and Pevsner's Defence of Humanistic Values 
Conversely, Gombrich's deliberate detachment from style analysis was more clearly a reaction 
to totalitarian ideology. Gombrich's skepticism towards Neo-Hegelian Geistesgeschichte and 
Neo-Marxist Sociologism distinguishes him from art historians like Pevsner and British art 
historians because his aim has been to develop 'new and better theories that can be tested against 
the historical material' .78 The Viennese scholar, who has been entirely committed to Popper's 
theories of the logic of scientific discovery,79 was highly aware of this unique position and 
expressed it: 
This skepticism was not very popular with some continental colleagues, proud 
of being in the possession of a key that revealed the 'essence' of past ages. 
On the other hand, it may have seemed exaggerated to my new English friends 
who found the whole issue remote.80 
Pevsner and Gombrich could be deemed utter opposites. Yet, the two most prominent81 
emigre art historians in Britain have in common their moral defence of humanity. In opposition 
to Andrews,82 Fernie pointed out that in Pevsner, humanity is placed at the centre of all things as 
buildings must perform a social function. 83 This humanity can be observed in Pevsner's 
condemnation of Wolfflin and Roger Fry for isolating the formal aspects of art works without 
indulging in a study of its function. 84 Pevsner was an art historian who, in reaction to formalism, 
wanted to place architecture in a functional, and therefore social context. 
An emphasis on humanity was also at the basis of Gombrich and the Warburg Institute 
programme. Wind's 'Humanitatsidee und heroisiertes POI·tJ,at in der englischen Kultur des 18. 
77 -See Watkin, Morality and Architecture, pp.llO-l!. 
78 -Gombrich, Ideals and Idols, p.61. 
79 -The influence of Popper pervades his works as the author observed in the preface to Art & /IIusion, but this 
rationalist influence ha~·ecently been disputed by Sheldon Richmond, in Aesthetic Criteria: COl11brich and the 
Philosophies of Scienc/ of Popper and Polanyi, (Amsterdam: Rodophi , 1994). Richmond tried to show that 
Gombrich ' s aesthetics followed ideas first propounded in Michael Polanyi ' s irrationalist philosophy of science. 
80 -Gombrich, 'The Logic of Vanity Fair' , in Ideals and Idols, p.60. 
81 -Pevsner and Gombrich are the two emigre art historians who became household names in Britain. The 
prominence of Gombrich is self-explanatory when one considers the success of The StOlY of Art. That of Pevsner 
has been undermined but the fact that he was the only scholar to give both the Slade Lectures at Oxford (1968) 
and Cambridge (1969) shows that he was once acclaimed as a very serious academic. 
82 -Andrews, 'Except on'l~ Herman ' . 
83 -Fernie, p.197 . 
84 -Pevsner, 'Reflections on Not Teaching Art History ' . 
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lahrhunderts' was perhaps the first study adjusting the Warburgian method to English art. 8S 
I 
Gombrich's emphasis on the individual is felt from the opening lines of The Story of Art 
, 
onwards ; 'there is no such thing as Art. There are only artists.'86 This emphasis on the 
individual creator as opposed to a collective idea is undoubtedly a response to totalitarian 
ideologies. This rule of methodological individualism was formulated by Karl Popper in The 
Logic of Scientific Discovery.87 
During the war, the concept of humanity was often associated with mt as manifest in Jack 
Bilbo's The Modems. Past, Present and Future: 
The future will need art, because in art lies the hope for humanity. No matter 
how hard, how commercial or how unidealistic a human being is, when he gets 
in touch with mt he becomes somewhere underneath a decent personality. If he 
doesn't, he fails as an artist, an mt dealer, a collector, or as a human being [ ... ] 
Because art is a good reflection of humanity - and humanity, at heart, is good 
[ ... ] it [is] essential to become a great human being before one can become a 
great painter.88 
Even the Marxist art historian Hans Hess believed in the singularity of the language of mt; 
referring to Roland Barthes, he wrote that the artist 'speaks a personal language for the 
communication of a personal experience in his time and the language is determined by the 
experience which is the act of painting itself.' 89 Nevertheless, as a Marxist he still believed, like 
Jean-Paul Sartre that 'a man is never an individual', but rather: 
a universal singular, completed and universalised by his period, which he 
completes by producing himself, within that period, in his singularity' [ ... ] 
'The uniqueness of each person is commonplace, because it is that uniqueness 
which he has in common with everybody else [ ... ] What [the artist] has to 
achieve is transcending his uniqueness by becoming general or universa1.90 
Gombrich's emphasis on the human being as individual was closely connected to the idea 
that humanistic studies can still be objective: 'I am sure it is rational for human beings to 
acknowledge huma'tt values and to talk about them in human terms. '91 Gombrich believed that 
'cultural history will make progress if it also fixes its attention firmly on the individual human 
85 -England und die Antike, Vortrage der Bibliothek Warburg, 1930-31, pp. 156-229. 
86 -Ernst Gombrich, The Story of Art, (London: Phaidon, 1949, 1995 16th ed.): 15. 
87 -Jean Baudouin, Karl Popper, (Paris : Presses Universitaires de France, 1989): 11. 
88 -Jack Bilbo, The Modems. Past, Present and Future, (London: Modern Art Gallery, 1945). 
89 -Hess, Pictures . .. , lr~ 114. 
90 -Ibid., p.131. 
91 -Gombrich, Ideals and Idols, p.165. 
115 
being' .92 For this reason the Viennese scholar has focused on the artist's l;ationality of 
experiment and self criticism.93 
One way to be objective while focusing one's attention on the individual was through 
experimental psychology. Gombrich's psychology of art was strongly influenced by 
Schlosser's suspicion of psychological interpretation in the light of Croce' s theories.94 In a 
country where the psychology of art became popular through Herbert Read in the 1920s, the 
virtues of Gombrich's Art & Illusion were readily acknowledged. About this work, a TLS 
reviewer commented: 
It is far harder to grope our way towards an understanding of the basic 
elements of art than it is to express the whole business in vaguely cosmic or 
poetic terms. Nothing could reveal this better than the narrow scope of 
Gombrich's complex and closely argued, Art & Illusion.95 
The pragmatism of Anglo-American research, as described by Rudolf Arnheim, 
complemented Gombrich's primary training. 96 Because he privileged his research on the 
psychology of perception, Gombrich considers he has had no followers in the realm of art 
history, but finds an alter-ego in psychologist Richard Gregory.97 Nevertheless, following the 
publication of Art and Illusion, a whole range of books on the psychology of art had been 
produced.98 
Gombrich and Pevsner defended values. Persecution changed the attitude to scholarship of 
other famous scholars; Karl Mannheim thought the refugee had a mission 99 and Popper, one of 
his main opponents, wrote The Poverty of Historicism in reaction to political events. Of course, 
Pevsner was a Modernist who did not value tradition to the same extent as Gombrich does. 
However, even if Pevsner defended innovation versus tradition, he also defended morality and a 
92 -Ibid., p.50. 
93 -Podro, The Critical Historians of Art, p.215. 
94 -Art and Illusion, p.19. 
95 -Anon., 'Beyond the Fringe', TLS (27 July 1962): 533. 
96 -C. Kort, 'Rudolf Arn~~im, Kunstpsychologe' in liidische Portraits, ed. by H. Koelbl, (FrkftlMain: Fischer, 
1989): 10; 'Die englische'Tradition ist am stiirksten im praktischen Handeln, im pragmatischen Behandeln der 
Wirklichkeit, was natUrIich als Ergiinzung meines deutschen Hintergrundes ungeheuer wertvoll fUr mich gewesen 
ist. ' 
97 -Interview with E.H. Gombrich. Significantly, for the celebration of his 85th birthday on BBC 4, Gombrich 
invited Richard Gregory as a guest co-speaker. 
98 -e.g., Rudolf Schoot, Der Maler Bo Yin Ra, Heinz Westmann, The Springs of Creativity, Heinrich Reich 
Seelenbilder, Herbert Read, A letter to a Young Painter, Desmond Morris The Biology of Art, Charles Wilfred 
Valentine, The Experimelitf1l Psychology of Beauty, Geoffrey Lapage Art and the Scientist. 
99 -See Kettler, Karl Mannheim, p. 14. According to Gombrich, Mannheim - one of Popper's main opponents 
-. ' had a foot in both camps, that of political utopianism and of historical holism', Ideals and Idols, p.60. 
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defence of values. Pevsner was thus charged with moralism by Watkin for aspiring, through his 
, 
defence of the Modern Movement, to a 'new art which will be distinguished by truth, honesty, 
health, anonymity and faith in technology and the spirit of youth' .100 
Gombrich is equally adamant in his defence of values . Gombrich's defence of classical 
training expresses the importance of tradition as value. In his introduction to the Slade Durning-
Lawrence Lectures of 1957, he spoke to fine art students about the connection between 'Art and 
Scholarship',101 or rather between the ancient art of rhetoric and the fine arts, proclaiming 
apprenticeship of the classical tradition necessary for a sound study of the arts as well as for the 
survival of att. Gombrich perceives classical training as the means to transmit values from which 
a sound historical knowledge could develop, hence the accusations of elitism that his work has 
endured, even for the popular StOlY of Art. Woodfield noticed that the book has become a 'tat·get 
for political correctness' as it deals with a field of 'unworthy ends' and excludes women 
artists. I 02 Because of his belief that art history is based on the passing on of values Gombrich is 
against relativism. Sheldon Richmond's statement that Gombrich's critique of aesthetics is not 
Popperian as 'we correct mistaken standards by appeal to individual works, aesthetic standards 
are superfluous' 103 is therefore wrongly evaluated. Indeed, the notion of aesthetics standards 
deriving from tradition does exist - and is even essential- in Gombrich's works. 
The mission of both art historians was to promote and defend art history as a humanistic 
discipline. After the wat·, Panofsky acknowledged that 'the iconological concern with the Ancient 
tradition [ ... ] could also be understood as a barrier against contemporary nationalism' .104 Unlike 
Panofsky, Gombrich has rarely linked his stance with nationalism or persecution. However, 
when he has done so, it emphasises the importance of values; 'Having witnessed such evil 
creeds and hOlTible deeds (and not only in the comparatively distant past)' he wrote 'I cannot 
understand how values can so often be regarded as impurities of which our research should be 
purged.' 105 Thus, for Gombrich 'any access to the past is better than that collective loss of 
memory with which w~'are threatened.' 106 He also asserted the importance of values in a letter 
~l' 
100 -Watkin, Morality and Architecture, p.81. 
101 -Ernst Gombrich, 'Art and Scholarship', an Inaugural for the Durning-Lawrence Lectures at the Slade School 
of Art, U.c.L., 1957. Reprinted in Meditations on a Hobby Horse, pp.106-119. 
102 -See The Essential Gombrich, p.81. 
103 -Richmond, Aesthetic Criteria . .. , p.75. 
104 -H. Bredekamp, 'Gotterdammerung des Neoplatonismus ', in Die Lesbarkeit der Kunst, zt/r Geistes-
Gegenwart der lkonologie, e'et: by A. Beyer, (Berlin: Wagenbach, 1992): 76. 
105 -Ideals and Idols, preface p.7. 
106 -Ibid., p.186. 
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to rut critic Adrian Stokes: 
I found out that even the catastrophe of our time has not prompted my 
colleagues here and in America (many of them refugees) to seru'ch themselves , 
and their own intellectual equipment and assumptions for their share in the 
breakdown of humanitarianism. I 07 
The reflection on the breakdown of humanistic values is at the basis of Gombrich's work. 
If Gombrich believes the idea of right or wrong is valid in art analysis, then it is because art 
reflects the transmission of values passed on by civilisation, 'the furniture of our mind' since: 
'we were born onto our civilisation and we owe our orientation to that tradition, which happens 
to be in bad odour just now' .108 Just like Popper, he sees relativism as one of the ills of our 
time. 109 
Gombrich and Pevsner are moral historians who defended values and opposed relativism. 
They believed that scholarship was 'the search for truth' 110 even if they differed in their 
approach to truth. Gombrich, believes in firm values but still applies the Popperian asymmetry 
between confirmation and refutation. He remarked: 'Popper has convinced me that a theory can 
never be established with certainty by any number of confirming instances, but that it can be 
knocked out by a single observation that disproves it.' I11 This implies constant requestioning 
and an open analysis. In concluding Art and Illusion, Gombrich wrote: 'I must hope [ ... ] that it 
has helped not only to answer some old questions but also to pose fresh ones' . 112 
Conversely, Pevsner's search for truth was exhaustive as it aimed at 'meet(ing) a 
demand' 113 and his empirical method of cataloguing the whole of English architecture was for 
him the most scientific manner to achieve this aim. Gombrich reacted against such methods as 
No one acquainted with Popper's methodology needs to be told why the 
positivist attitude must be self-defeating. Not even a chronicle of rut, let alone a 
history of style could ever be based on the collecting of uninterpreted data. I 14 
Like Popper, Gombrich believes data can only verify the rightness or wrongness of 
107 -Letter to Adrian Sto~:s , 15/06/1960, quoted in Read, 'Art Criticism versus Art History ' , p.505. 
108 -/deals and Idols , p.17I, 172 & 181. 
109 -Karl Popper, The Open Society and its Enemies, (London : Routledge, 1945,2 vols.): 186. 
11 0 -'Art and Scholarship' , in Meditation on a Hobby Horse, p.107. For Gombrich this does not mean that they 
see art history as progress towards visual truth as for Ruskin, see Art and Illusion , p.12. 
111 -Ernst Gombrich, The Sense of Order, a Study in the Psychology of Decorative Arts, (London : Phaidon, 
1979) : 3. 
112 -Art and Illusion, p . 33'1~ 
113 -Pevsner, 'Reflections on Not Teaching Art History ' . 
114 - 'The Logic of Vanity Fair', in Ideals & Idols , p.60. 
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hypotheses. In the debate between Thomas S. Kuhn and Popper, and in reaction to The 
• 
Structure of Scientific Revolutions written by the former, Gombrich asserts that art history is a 
, 
scientific discipline. 115 Kuhn thought that 'practioners of any science were not out to question 
the foundations of their discipline' ,116 while Gombrich maintained that 'it seems quite inevitable 
that a scholar will react to the traditions of his field [ ... ] and also that he may be attracted to 
problems that are being debated in his circle.' 117 This questioning as a principal motor to 
scientific discovery is what has caused aestheticians like Joaquin Lorda to write 'the danger 
exists that Gombrich's assertions - perfectly verifiable from the logic of the work of the author 
from the literature on art or its reader, remain without the scientific grounding he has striven to 
find.' I 18 
This chapter dealt with what T. J. Clark dubbed the post-war "loss of ideology" in art 
history and argued, through the examples of Pevsner and Gombrich, that a new awareness of 
alternative theories or actions in art history resulted from the experience of intellectual 
persecution. The opposition to nationalism was a logical reaction to contemporary events and the 
intellectual persecution it entailed. Keeping his Hegelian theoretical training intact, Pevsner 
adjusted to British art history and institutionalised his ideas on the International Style via the 
Architectural Review . At the same time he popularised art history through his encyclopaedic 
series. Conversely, Gombrich's rebellion against Zeitgeist became his "hobby horse" and main 
struggle, which kept him remote from British art history and orientated him towards extra-art 
historical fields such as psychology. Clearly, there was not just one response to intellectual 
persecution in the field of art history - as implied by TJ. Clark, Kevin Parker and Karen 
Michels - and yet this experience did direct art historians' efforts. In this context, the idea of 
"loss" or "withdrawal" from ideology could be more precisely redefined as "extension" and 
"rethinking" of ideology in the respective cases of Pevsner and Gombrich. 
115 -Ibid. , p.184. 
116 -Ibid. 
117 -Ibid., p.184-87. J..f1~ 
118 -Joaquin Lorda & C. Montes, Ernst Gombrich: Marco Conceptual, (Pamplona, Baranain: ediciones de la 
Universidad de Navarra, 1985): 14. 
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3. Language and the Emigres 
Since the origins of our discipline, German had been the language of art history.l But 
paradoxically, there was an International take-over of the English language in art history after 
World War IT owing to the emigres) These art historians often switched from speaking German 
to speaking English the day they arrived in England, as witnessed by the letters of Edgar Wind 
to Gertrud Bing. 3 This reaction was both a protest towards the current politics of their own 
countries4 and a strategy to assimilate and avoid xenophobia.5 A major aspect of displacement 
was therefore the change to a new language and the important consequences this entailed for the 
emigres' work. This chapter demonstrates that this displacement resulted both in a higher 
awareness of the language of art history and a wider approach to the discipline. It will mainly 
use a semantic approach as thematic methods developed in the field of Exilliteratur are not 
applicable here. Indeed, Exilliteratur can be recognised as typical of exile writers essentially on 
thematic grounds. 6 If applied to art history, this phenomenon would be restricted to studies on 
emigre artists or works of rut dealing with exile or lewishness. However, these themes were very 
little addressed. It seems that Wtisten was the only rut historian who ever wrote an ruticIe relating 
directly to exile and that Helen Rosenau and Franz Landsberger were the only rut historians who 
researched lewish topics.? Thus, as emphasised in the two preceding chapters, it is rather 
intellectual contacts with British counterpruts and the British aesthetical tradition which opened 
new perspectives. 
1 -Evidence of this can be found in the fact that many Dutch scholars wrote their works directly in German, e.g. 
Hofstede de Groot's Quellenstudien zur Holltindischen Kunstgeschichte, 1906. 
2 -The same thing happened to chemistry, which also used to be a predominantly German discipline. 
3 -See p.79. 
4 -Interview with E.H. Gombrich. In the late 1940s, Gombrich wrote the outline for The StOf), of Art in English 
and dictated it in German . Later, he wrote a book with Otto Kurz directly in English. This phenomenon was also 
noticed by Hinrichsen, p.30; during the war, some emigres refused to read and speak German. 
5 -This phenomenon was idsntified by sociologist Marion Berghahn in Continental Britons, p.146. Another 
strategy was the use of Emi§mnto, a mixture of English and German words used to shorten German sentences. 
See Hinrichsen, p.82. 
6 -This subject of study emerged in the 1960's . Exilliteratur specialists argue that there is a literature by German 
speaking exiles which addresses exile issues, such as displacement and other cross-cultural problems. See Ernst 
Loewy, Exil, Literarische und fJolitisch e Texte aus dem deutschen Exil, 1933-1945, (Stuttgart: Metzlersche 
Verlagsbuchhandlung, 1979): 1-34. 
7 -Ernst WUsten , ' KUnstler im Exit', bildende Kunst, vol I, (1947): 29-32. Rosenau was an architectural 
historian who researched sOTe Jewish topics after emigration, as witnessed by Vision of the Temple, the Image of 
the Temple of Jerusalem in Jtrrtaism and Christianity, (London: Oresko, 1979). Landsberger mostly studied 
Jewish subjects before and after emigration as shown in his authoritative A History of Jewish art, ed. by Cecil 
Roth, (New York: Port Washington, 1961). 
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a. The New Language of Art History 
Unlike writers, art historians do not use language as both a medium and an object in the 
achievement of their art. Moreover, they tend to underestimate the interaction between art and 
language in favour of historical enquiry, leaving this topic to art critics and aestheticians. 8 
However, they do have to face the issue of the verbalisation of the art object. Psychologists, 
anthropologists, linguisticians and art historians have all reflected on whether language affects 
sensory discrimination and visual perception.9 In the field of aesthetics or art criticism, it is now 
common practice to study the interaction between language and art. 10 Art is even conceived of as 
a language as, for example, by aesthetician Nelson Goodman, who believes at1istic creation to be 
a code, just like language. Therefore, according to Goodman, the art historian who attempts to 
decode art is highly committed to the code used to do so, i.e. language, I I 
As this idea was also propounded by emigre art historians, this chapter will first define 
their attitudes to the new language they were bound to use. It will especially focus on their 
reaction to the translation of the vocabulary of art history. It will then analyse how a Central 
European interest in Gestalt theory coupled with years of service in the monitoring services of 
the BBC imbued Gombrich's art history with linguistic comparisons. 
Even though some art historians in exile, such as Otto Pacht, 12 J acob Hess, 13 Arnold 
Noach, 14 and Edmund Schilling, 15 found it difficult to conceptualise in a different language, 
8 -The Language of Art HistOl)" ed. by S. Kemal, & I. Gaskell, (Cambridge: C. U.P., 1991): I . 
9 -See H. Marshall Segall, et aI., The Influence of Culture on Visual Perception, (Indiana and New Yark: 
Bobbs-Merrill, 1966) and Richard Gregory, Eye and Brain, (New York: McGraw Hill , 1966). 
10 -See Michael Baxandall, 'The Language of Art Criticism', in Kemal, S. & I. Gaskell, pp.67-75 . 
11 -Nelson Goodman, The Languages of Art: an Approach to a Theory of Symbols, (Indianapolis: Hackett 
Publishing Company, Inc., 1976, 2nd ed.). Nelson Goodman, who at some stage of his life had been an art 
dealer, wrote on the similarities between language and art in The Languages of Art. According to him, 
representation is seen as a denotation, in the same fashion as a text or a score of music is : 'if the relation 
between a picture and what it represents is thus assimilated to the relation between a predicate and what it applies 
to, we must examine t]Je characteristics of representation as a special kind of denotation'. In the second chapter of 
the book, he goes furfher by arguing that paintings are constituted by their verbal import. 
12 -Sax I to SPSL, 190/5, f.455 , 2010211939: ' he is a man who is very slow to adapt himself to a new language 
and sunoundings'. Confirmed in interview with Ernst Kitzinger. 
13 -Interview with Hugo Buchthal. 
14 -Personal communication with Noach's daughter, 28 Qct. 1996. 
15 -See Byam Shaw, 'Or Edmund Schilling', p.51 ; 'Schilling was never confident in the English language, and 
When he settled in En&land he felt himself disinclined to embark on academic activity [ ... ] the result was 
something of an eclipsl:rof his scholarly career.' A personal communication with Arnold Bloch's daughter taught 
us that the Dutch art historian also experienced writer's block, a fact which is acerbically but not sympathetically 
referred to in Quentin Bell's Elders and Betters, pp.188-192. 
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most of the emigre art historians knew the English language prior to their coming to England. 16 
I 
This was certainly the case for Ernst Kitzinger, who learned it from the age of eight. 17 When 
they did not master the language well, a previous interest in foreign literature helped them to 
cope with the original difficulty of having to write in a second language l8 and some became 
writers in their own right. 19 Along with the fact that English art was under-studied,20 their 
knowledge of several different languages was certainly their primary asset and the reason for 
their relatively good adaptation in this country. Edgar Wind is even remembered for his 
incredible aura as a lecturer.21 But, this mastelY did not prevent art historians educated in Central 
Europe from having to come to terms with a language using different conceptual structures than 
those used in their countries of origin. 
The language of art history 
The emigres soon had to realise that the language available to those who write about art is 
limited, since language as such is culturally structured. A language uses a set of generalisations 
or subdivisions which reflects the needs of the culture which makes use of it. As Baxandall 
noticed: 'European languages discriminate very finely in some areas (e.g. underlying Euclidian 
form) and velY coarsely in others (e.g. seen surface structure), . Because of such distinctions, 
one might surmise that these differences could have led art historians to rethink their own art 
historical vocabulary. Thus, translating must have been a difficult task, as English uses a more 
descriptive register, but at least there were possible equivalents. 
Baxandall also explained that the language of art history implies the 'ostensive', 
'inferential' or 'causal' language of words characterising 'the work of art in terms of the action 
16 -An exception is Zarnecki, who had no English when he first came to England as his first languages were 
French, German and Russian. However, he acquired technical vocabulary very quickly as he was part of an art 
historical milieu. Interview with George Zarnecki, Warburg Institute, London, Nov. 20th, 1996. 
17 -This also applies to Carmen Gronau, Yvonne Hackenbroch, Ursula Hoff, Rose Schapire, Antoine Seilern, 
Edgar Wind, Rudolf Wittkower, and all the other art historians who came from cosmopolitan families. Hugo 
Buchthal belonged to such a family but still had difficulties coming to terms with English; during the war he 
was asked to give two lectures for the BBC Arabic programme in the English language, but he was not asked 
again, possibly on accou~f of his then broken English. Interview with Hugo Buchthal. 
18 -See letter of Gombrich to Adrian Stokes, 'when I was a schoolboy and an undergraduate my father always 
urged me to read works in foreign languages, especially in English [ ... ] I always resisted and resented his 
pressure, telling myself that it was more important for me to form a real command of my mother tongue.' , 
quoted by Richard Read in 'Art Criticism versus Art History ', p.513 . 
19 -Such as Bruno Adler who wrote a book on the Austrian writer Adalbert Stifter and satires in German for the 
BBC during World War n. See Frau Wernicke, KOll1l11entare einer "Volksjenossin", ed . by U. Naumann 
(Mannheim: Persona Veriag, 1990). 
20 -This can be noted by t~ mere fact that emigre art historians tackled English art subjects as soon as they 
arrived, the best example of which is Pevsner, with the BOE. 
21 -Interview with Francis Haskell. 
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I 
r 
or agent that would have produced them')2 Therefore, for those who, like Arnheim or 
t 
Gombrich, were more versed in the mechanism of creation through psychology, translation of 
, 
abstract concepts from one language to another must have been more of an issue. Indeed, the 
language of psychologists of art, because it addresses the very issue of creation and perception, 
must have resorted to the subjective language which is involved when characterising 'a work of 
art by describing its action on the beholder or his reaction to it' , as in the case of art criticism.23 
Indeed, the analysis of creation or perception mechanisms involves a closer study of means of 
expression, as the psychological art historian does not tend to ascribe expressiveness to the art 
object, but attempts to find out about an expressive repertoire or "grammar" used by both the 
artist and the viewer. In the field of the sociology of art, being faced with a different language 
must have emphasised the inadequacy between the language applied by the sociologist and the 
differentiated language of the art historian. This could be the reason why Hauser pointed out 
that: 'Categories such as "courtly", "bourgeois", "urban", "conservative" and "liberal" are 
too narrow and schematic and also too rigid to do justice to the special character of a work of 
art', thus showing one of the shortcomings of sociology when applied to art, and that the use of 
an accurate, descriptive vocabulary was a prerequisite for the study of art.24 
Similarly, art critics, whose value judgment is conveyed through the careful use of 
subjective adjectives, reconsidered their generalisations especially when faced with formalistic 
British art criticism)5 Besides, the translation of a subjective register, because it is more difficult 
to cOlToborate in daily experience, is more difficult for foreign speakers to acquire. As criticism 
and the use of a subjective register is inextricable from art history,26 translation must have been a 
patticular concern for all writers. 
A new vocabulary: 
In Meaning and the Visual Arts, Panofsky made the observation that transferring one concrete 
medium into words Ca translation of sort) can be helped by a descriptive language)7 He also 
described the transfer to a descriptive language as fruitful in that, by compiling his own 
Jl 
dictionary in order to !translate untranslatable German art historical terms, the exiled art historian 
'realised that his native terminology was often either unnecessarily recondite or downright 
22 -Michael Baxandall, 'The Language of Art History' , New Litermy HistolY , vol.lO (1978-79): 461. 
23 -Ibid. 
24 -See Arnold Hauser, The Philosophy of Art, in Fernie, p.212. 
25 -See pp.84-86. I..t:; 
26 -The Language of Art HistOIY, p.l. 
27 -Panofsky, 'Three Decades of Art History in the United States .. . ', p.330. 
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imprecise' .28 Panofsky gives the examples of the multiplicity of meaning of the adjectives 
, 
taktisch which can be translated as tactical, tactile, textural, tangible, or palpable and malerisch 
• 
which can mean picturesque, pictorial, plastic, painterly, dissolved, sfumato, non-linear, and so 
on. Other words frequently used by art historians but difficult to translate were Wissenschaft, 
which comprises notions of "scholarship" and "culture" as well as the more common 
translation of "science"; for the Warburg Institute, Nachleben was a crucial word, which lost 
part of its meaning when translated by "survival", and which includes notions of "revival".29 
Gombrich also lists the adjectives bewegt, biirgerlich, pathetisch, and the noun Mimesis as 
problematic words which had no direct equivalent as the nearest English equivalent was 
misleading.30 
The noun RaUln and its derivatives, such as Freiraum also seem to have been difficult 
concepts to translate. In Germany, Kant had conceived of space as characteristic of the human 
intuition in his Critique of Pure Reason)l It is this empirical tradition which formed the 
theoretical basis of the training of emigre art historians. In WOlfflin' s Kunstgeschichtliche 
Grundbegriffe, and as early as 1899 in his Klassische Kunst, such nouns had been instrumental 
in shaping the five pairs of polarised categories accounting for changes in painting procedures 
between two compared art periods. In the last book, Wolfflin links the sixteenth-century desire 
for greater spaciousness and size with the 'expression of a specific emotion')2 Due to the 
empiricism of nineteenth-century scholarship, perceptual terms had become agents through 
which one could understand the peculiarities of art and period styles from within. Riegl made 
frequent use of the idea of space revealing a certain type of Kunstwollen)3 He often used the 
term Raum in order to elaborate his notions of the internal coherence of art which he analysed in 
terms of the polarity between nearness and distance. Riegl and Wolfflin's studies encouraged 
28 -Ibid ., p.329. 
29 -Hugh L1oyd-Jones noted that the translation of "Das Nachleben der Antike" as "The Survival of Antiquity" 
'will not do, since that might suggest the study of the books, manuscripts, and monuments in which antiquity 
survived: the term really means the way in which the ancients continue to exert their power upon subsequent 
generations'. See L1oyd-Jorf~s, 'A Biographical Memoir', in Wind, The Eloquence of Symbols. 
30 -See Gombrich, Aby W~>burg, p.l6. 
31 -Immanuel Kant, The Critique of Pure Reason, the Critique of Practical Reason and Other Ethical 
Treatises, (Chicago, London: William Benton, 1952): 135, section II; 'Antithesis of Pure Reason, First 
Conflict of the Transcendental Idea', 'the world is finite and limited in space; it follows that it must exist in a 
void space, which is not limited . We should therefore meet not only with a relation of things in space, but also 
a relation of things to space', & f.2; 'Space is merely the form of external intuition' . 
32 -Heinrich Wolfflin, Classic Art . . . , p.255-56. 
33 -See Riegl's 'Geertgen t~ftSint Jans' The Legend of the Relics of St John the Baptist' in WaIter Kleinbauer, 
Modern Perspectives in Western Art History, an Anthology of 20th-century Writings on the Visual Arts, (New 
York: Holt, Rinehart and Winston, 1971): 136. 
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many subsequent writers to encompass spatial notions within a conceptual frame,work. 34 This 
notion had to be further explored, especially as applied to sculpture, as late as the 1930s.35 
Therefore, when writing his standard book on Medieval Art, Ernst Kitzinger realised that 
Raum could not be translated by a single word. "Space" alone did not seem sufficient in 
English. 'Three-dimensional' was also insufficient and 'three-dimensional space' could do in 
some but not all cases. 36 Even if these notions were already dated when Riegl used them,37 their 
translation into English meant that a new approach to the field was being imported. 38 If we agree 
with Wittgenstein that the limits of language are limits of reality,39 the fact that the English 
language could not render the notion of Raum was a consequence of the lack of development of 
the discipline from a theoretical standpoint. 
The language contrast was far from always being positively accepted or understood. Fritz 
Saxl, who was at the head of an institute where from day one all the members had reverted to 
English, observed: 'the language in which they wrote - even if the words were English - was 
foreign because the habits of thought were un-English' .40 Similar observations were made by 
Pevsner about Paul Frankl's The Gothic System. In a review for the TLS, he remarked that 
Frankl translated the German term Raumbild by "view of space", which Pevsner deemed 'not 
[ ... ] nonsense but sense lost in translation.'41 
There were therefore two possibilities: either, as in Panofsky's case, making use of the 
diversity of the English language, or translating one phrase by another as in the latter case, which 
34 -This notion lends itself to many different methodological approaches. It is, for instance, found in Pevsner's 
Englishness of English Art, Chapter 4, and in the Marxist analysis by Hans Hess in Pictures as Arguments, 
'Space and Time', especially pp.25-27 & pp.31-53, in which space becomes a means towards the illusionary 
autonomy of the artist. 
35 -On Uinyi, see p.93 . 
36 -See Kitzinger, Early Medieval Art, p.14 and p.89 for particular instances. 
37 -See Margaret Olin, ,§'patrbmische Kunstindustrie : The Crisis of Knowledge in fin de siecle Vienna', Acts of 
the International COI1.gre~s of History of Art, in 'Wien und die Entwicklung del' Kunsthistorischen Methode', 
Proceedings of xxv International Congress of Art HistOl)" 4-10 September 1983, (Vienna: Hermann Bbhlaus 
Nachf. , 1985): 29-37. 
38 -Pevsner, 'Reflections on Not Teaching Art History', p.715; about Schmarsow's architectural analysis in 
formal terms Pevsner writes; ' It led him to discover that space is the distinguishing medium of the architect, a 
discovery not fully acclimatised in this country yet'. 
39 -GOl'don Hunnings, The World and Language in Wittgenstein's Philosophy, (Basingstokes and London: 
Macmillan, 1988): 242-4~ 
40 -Sax I, 'The History of Warburg 's Library', in Gombrich, Aby Warburg, p.337 . 
41 -Nikolaus Pevsner, The Gothic System', TLS, (7 Apr. 1961): 209. 
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often triggered strong criticism from the English-speaking reviewer. 42 This applie~, for instance, 
to the following review of Oskar Fischel's posthumous Raphael (1948) in the TLS; 'Much of it 
• 
is a panegyric, excessive and almost meaningless, the type of writing to which the German 
language can give a certain cloudy magnificence' .43 But this imprecision in the language could 
also very well stem from a different approach in method underlined in the previous chapter, i.e. a 
broader empiricist approach, encompassing various aspects of the humanities.44 Similarly, when 
Fritz Grossmann, working as a reader for John Murray Publishers, had to give a review of Josef 
Gantner's Schicksal des Menschenbildes, von der romanischen Stilisierung zur modernen 
Abstraktion, he wrote to editor Simon Young: 
Though the German text is brilliant, I don't know whether this kind of style 
and speculative approach could survive the translation into English. There is 
sometimes a vagueness and ambiguity of expression (and of thought?) which 
would show up when transferred into a more precise language, characteristics 
which separate these essays from comparable English books, such as e.g. 
Kenneth Clark's Landscape into Art or The Nude.45 
These last two examples show an awareness from English and emigre readers of the 
"vagueness" of the German language. As a result of this imprecision, translation of Central 
European art historical works was also problematic. The reason why Antal did not publish his 
Florentine Painting before 1947, lies partly in the fact that he did not find a suitable translator 
until then.46 Similarly: the lack of translated works, seen as prejudice by T.J. Clark,47 is 
according to Eric Fernie the result of the skein of words used, for instance, by Frankl's System 
of art historical knowledge and Dilthey's Introduction to the Human Sciences .48 The English 
42 -Incidentally, unlike many refugee art historians who wrote directly in English and were later proof read, Paul 
Frankl wrote in German and was then translated. See Ernst Uhlmann's Foreword to Frankl's Zu Fragen des Srils, 
(Leipzig: Weinheim, 1988): 7. 
43 -Anon., 'High Renaissance Art', TLS, (4 Dec. 1948) : 676. 
44 -Ibid., the TLS revie1.~r continues; 'It is in fact , in its constant comparisons with German poets and thinkers, 
its liking for vague metaphysical speculation, its undefined but emphatic intuitions, its whole exuberance, an 
essentially German work, ill at ease in its English dress.' 
45 -Recension for John MUlTay on Josef Gantner' s Schicksal des Menschenbildes, von der romanischen 
Srilisierung zur 11l0dernen Absrrakrion, Francke Verlag, Bern, 1958. Grossmann to Simon Young, Grossmann 
estate, Box 14: 'colTespondence folder' , I 5th/03/1 958. 
46 -This epoch-making book had long been written, but in German . Its translator - Mr Wheen, from the V &A -
not only had to cope with Antal ' s intricate German, he also had to translate the writer' s highly Marxist rhetoric, 
a different language per s&;i 
47 -Image of the People, pp. 10. 
48 -Fernie, p.246. 
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translation of WOlfflin's Italien und das deutsche Fonngefiihl 49 was disapproved of for the use 
, 
of such germanisms as "plastic" for plastisch. As its reviewer stated, "painterly" (for 
malerisch) must be reluctantly accepted as an English equivalent' .50 "Painterly" had been used 
in reference to stylistic proprieties of colour and texture rather than of contour and lines since 
the sixteenth century.51 But the term had only been used as a literary qualifier. In spite of the 
marked preference for the adjective in English, this particular word never actually seems to have 
been accepted in the realm of art history. The German term is still recommended in art history 
publications,52 which seems to confirm both that it has not strayed from the WOlfflinian concept 
and that Central European art historical vocabulary left strong traces in spite of its few 
1 
appearances in the language of art. A browse through dictionaries of art terms shows that the use 
of French and Italian artistic terms, from cognoscenti to connoisseurs, often reveals a 
displacement of the original meaning of the borrowed term. However, in the very few instances 
of German words employed, the primary usage retains its original meaning, as in the case of 
malerisch. This is undoubtedly due to the flexibility of the English language which, for the sake 
of clarity, adopts foreign words rather than using its English closest equivalent. Hence, for the 
reader, translations of key terms can sound vaguer than a word directly borrowed from the 
original language. 
b. Art Historians as Critical Listeners 
Nelson Goodman's observation about representation as denotation, even if it does not take into 
account the common experience that both the artist and the beholder share, claim to be derived 
from Gombrich's Art and Illusion. 53 And indeed, emigre art historians .like Gombrich, who 
worked as translators for the War Effort, were among the first art historians to address the issue 
of the relationship between language and art, and to face the problem of the verbalisation of the 
49 -Translated as The Sense of Form, translation by Alice Muehsam and Norma A. Shatan, (New York: Chelsea 
Publishing Company, 1959). 
50 -Anon ., 'Wblfflin's itcttien und das Deutsche Formgefiihl', TLS (20 March 1959): 140. This review provoked 
the anger of an art history -' translator who, in a ' letter to the editor' the translator Mary Hottinger, exclaimed: 'If 
(your reviewer) is as reluctant as all that, why the hell doesn't he provide something better? My feelings towards 
this luckless word are like those of a mother with an ill-conditioned child . I believe that I was the first to use it, 
in order to avoid the possible confusion with picturesque. My guide was Roger Fry.' "Painterly", TLS (27 
March 1959): 177. 
51 -OAjord English Dictionary, Addition Series, ed. by 1. Simpson & E. Weiner, VoI.XI, 2nd ed., (Oxford: 
Clarendon Press, 1989): 72. 
52 -See Kimberley Reyno(d's & Richard Seddon, JIIustrated Dictionary of Art Terms, a Handbookfor the Artist 
and the Art Lover, (London: Ebury, 1981) : 121. 
53 -See Klaus Lepsky, 'Art and Language: Ernst Hans Gombrich and Karl Biihler's Theory of Language' , p.33. 
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art object through another expressive medium.54 Rudolf Arnheim, Ernst Kris" and Ernst 
Gombrich55 were very much influenced by a continental school of thought which focused on the 
perceptive structuring of the world. Working as translators for the BBC, they were soon able to 
develop their former interest in learning theory which later became a major feature of their art 
historical work. In Arnheim and Gombrich's case, just as for Ernst Kris, Ernst Bushbeck,56 
Otto Demus 57 - and, in a different way, for Bruno Adler who turned to literature _58their 
experience in analysing, either as monitors, translators, or observers of the German language, 
made them consider different methods in the history of art. The methods they used were 
strongly based on the comparison between language and art as means of expression. 
These art historians were keen followers of Gestalt principles. Gestalt psychology, 
developed in Central Europe, played an important role in the development of art history in the 
first half of the century. The intricacies of visual perception were observed by theorists like Karl 
Btihler, Kurt Koffka and Wolfgang Kohler. The fact that Gestalt psychologists essentially 
borrowed examples from the field of visual perception - such as optical illusions - made it 
directly applicable for art historians. In fact, Gestalt theory seems to have provided a sounder 
basis for Art History than for the study of ethology and animal behaviour which were its first 
objects . The scientific side of Gestalt theory was widely contested but, applied to a non-scientific 
subject like Art History, it triggered new orientations in the discipline. From both an aesthetic 
and Gestalt viewpoint, Arnheim soon analysed the analogies between different forms of 
expression in autographic as well as allographic forms of art. 59 In 1939, he emigrated to 
England, where he became translator for the Overseas Department of the BBC (1939-40). After 
this experience, and having emigrated to the US, he planned his seminal Art and Visual 
Perception (1954). The purpose of this book was 'to discuss some of the virtues of vision and 
thereby to help refresh and redirect it', 60 not from the point of view of a psychologist using art 
54 -The question of the analogy between the art object and language was further examined in Wollheim' s Art and 
its Objects. 
55 -Arnheim and Kris were(~lso psychologists. Rudolf Arnheim, trained as an art historian, wrote a D.Phi!. 
entitled : 'Experimentell-Psi~hologische Untersuchungen zum Ausdrucksproblem' . Ernst Kris, a close 
collaborator of Sigmund Freud, became a child psychologist. For Gombrich's early interest in psychology, see 
Lepsky, 'Art and Language', pp.27-42. 
56 -Bushbeck worked for the BBC from 1939 to 1945. 
57 -Otto Demus was also a translator for the BBC. 
58 -See n° 19. 
59 -Goodman, p.113, defines as "autographic" an art for which the most exact duplication of it does not count as 
genuine, e.g. painting. It is C:fposed to "allographic art", e.g. music . 
60 -Rudolf Arnheim, Art and Visual Perception, a Psychology of the Creative Eye, The New Version , 
(Berkeley & Los Angeles : U. of Ca!. Press, 1954, rev. ed. 1974): 3. 
as an instrument for the exploration of the mind, but as an art historian whose interest in art had 
. 
been strengthened by his psychological studies.61 Arnheim is aware that explanations about mt 
can do no more than present a few general categories in a particular 
configuration [as] words can wait and must wait until our minds distil, from 
the uniqueness of the experience, generalities that can be grasped by our 
senses, conceptualised and labelled.62 
• 
This was also observed by Gombrich and later developed into his classifying notion of 
"schemata".63 For Arnheim, 'language serves only to name what we have seen or heard or 
thought [and] refers to nothing but perceptual experiences. These experiences, however, must be 
coded by perceptual analysis before they can be named'. 64 Arnheim, therefore, insists that 
perception is prior to language. In doing so, he draws parallels between the formulation of 
categories in language and in perception. He noted, for instance, that the difference between the 
combination of basic elements and the structure of more complexly stmctured units in stages of 
drawing abilities in children had parallels in concept formation and in language.65 It is these 
structures of expression and patterns of cognition that Arnheim identified in his studies on 
visual perception. According to him, the structuring of the world is as important to language- and 
concept-formation as to the artist, since 'expression is embedded in structure' .66 
Gombrich on language: 
It is not by accident that Gombrich's main interest has revolved around the problem of 
transferring a form, which is seen or thought of, into a pattern. In fact, this is the process used in 
translation, i.e. transferring concrete realities into abstract ones or 'represent[ing] or describing 
something to someone' .67 In his case, the contention that translation changed his way of 
analysing art is even more striking than for Arnheim. Although Gombrich had worked with 
Ernst Kris in Vienna, and later worked on a book on caricature with him, he did not officially 
study psychology at university. However, Klaus Lepsky has recently shown that Gombrich 
developed an early interest in psychology at the University of Vienna, where he attended Karl 
Btihler's seminars.68 'j}3 tihler dwelt on cognitive theory, and more precisely on the theory of 
61 -Ibid. 
62 -Ibid. , p.2. 
63 -See p.135-37. 
64 -Ibid. pp.2-3. 
65 -Ibid ., pp.193-194: 'The Fusion of Parts'. 
66 -Ibid. p.449. 1.$;1 
67 -Ernst Gombrich, 'Minor and Map: Theories of pictorial Representation', in The Image and the Eye , p.l72 . 
68 -Lepsky, 'Art and Language' , pp.27-42. 
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language which he developed in his Sprachtheorie. Lepsky has shown that, just like Btihler, 
, 
Gombrich aimed at showing that 'the capacity of the symbol to represent certain states of affairs 
depends on the fact that it is within an appropriate symbolic field' and that 'situation arid context 
are the two sources on which one draws for the precise interpretation of linguistic utterances in 
every case' .69 In other words, the painter has to draw from a tradition in order to be understood 
by the beholder, who interprets the image according to both its context and this tradition. Lepsky 
thinks that these observations on context and the beholder's share stem directly from Btihler's 
influence on Gombrich. But these observations were mostly developed by Gombrich after the 
six years of his life that he spent in the Monitoring Service of the BBC (1939-45) as part of the 
war effort. 
Gombrich believes that the English language helped him conceptualise better and he 
acknowledged that he would have been unable to write the same type of art history in Gelman.70 
English seems to have helped Gombrich clarify his thoughts because of its more explicit nature. 
He wrote that the absence of a translation 'usually helps to focus attention on the implications of 
this difficulty'. 71 When he first arrived in Britain, Gombrich was assigned the translation of 
Warburg's intricate writings. Gombrich then realised that leaving the text in German 'might 
have made it more difficult to disentangle the web of personal and general meanings which form 
the warp and woof of his writings. '72 
Although a second language is commonly thought to make its user aware of varying 
concepts and structures, it was not common for all intellectuals to find the use of a new language 
eye-opening. Writers, whose one and only tool is language, often found it very impeding; some 
of them developed writer's block and were unable to write while in exile, partly also because 
their readership was lost. 73 Even if writer's block was identified in Arnold Noach's case, on the 
whole for art historians the situation differed . Unlike writers, who often work with the 
assumption that their readers have both a common language and a common cultural heritage to 
draw on, art historians often work on foreign issues. This does not mean that writing in a 
69 -Gombrich on Art and I{fychology, pp.30 and 37. 
70 -Interview with Gombri~h . 
71 -Gombrich, Aby Warburg, p.15. 
72 -Ibid ., p.17. 
73 -This happened, for example, to Czech poet and writer H.G. Adler on his late arrival in Britain in 1947, see J. 
Adler' s 'H.G. Adler: a Prague Writer in London', lecture given at the Second International Symposium on 
German and Austrian Exiles in Great Britain 1933-45, 18-20 September 1996, Institute of Germanic Studies, 
London. It also happened to writer, poet and theatre critic Alfred Kerr 'an excellent example of how influential 
writers lost their voices and ~he simply condemned to silence' , see Between Two Languages: German Speaking 
Exiles in Great Britain, 1933-45, ed. by W. Abbey, (Stuttgart: Hans-Dieter Heinz Akademischer Veriag, 1995): 
12. 
131 
different language did not influence their art history. As opposed to the more "synthetic nature" 
. 
of German, English - a more "descriptive" language - seemed to Gombrich more suitable in 
order to convey the meaning of art through metaphor and analogy.74 Gombrich wrote that 
languages are the most important depositories of culture. In acquiring their 
vocabulary, we are also forced to reflect on their modes of thought, their 
dominant ideas and their distance from our mental habits. They make us see 
[emphasis mine] our own language in stereo.75 
In no way does this mean that Gombrich shares assumptions which assert that language 
displays a textual wholeness linking spirit and matter - a position which would be incompatible 
with Gombrich's rejection of Volksgeist theories - nor that the form of a language is connected 
with national temperament. Rather, it deals with the Whorf-Sapir hypothesis stating that 
language shapes our conception of the outer world.76 
In writing Art and Illusion, Gombrich wanted to 'investigate the image as such, much in 
the way modern linguists have studied the functions of speech'77 But the BBC experience also 
developed this interest, and especially that of projection, common to both translation and art. 
After his experience at the BBC, it seems that Gombrich was more inclined to study processes 
of perception in the wider sense, including the interaction of language and art, or art as language. 
Gombrich noticed that good observation is conducive to good listening and vice-versa. This 
could be the reason why emigre alt historians made good listeners.78 
At Evesham, Gombrich became even more interested in the processes of perception, 
recognition, and reproduction which were at the basis of Gestalt psychology. This lead him to a 
deeper analysis of the processes of creation. Talking about his experience, he said: 
Another advantage [of the Evesham experience] was that this made me more 
and more interested in the problem of the perception of speech, and, arising 
from that, the problem of translation [ ... ] Since then, this problem has never 
ceased to interest me.79 
The fact that Q9mbrich had previously worked with Ernst Kris on caricature in 1934 
<' 
74 -Interview with E.H. Gombrich. 
75 -Ernst Gombrich, 'The Embattled Humanities ' , in Topics of our Ti/l1e, p.32. 
76 -In 'Art and Scholarship' , p.112, Gombrich quotes Sapir' s Language, an Introduction to the Study of Speech, 
where the linguist states the impossibility of any connection between national temperament and language. 
77 -Ibid ., p.S , quote from a letter of Gombrich to Waiter Neurath, manuscript in the possession of E .H. 
Gombrich. 
78 -Renier & Rubinstein, {f.66 & p.7S, Gombrich had a 'phenomenal memory (along with others) and the ability 
to work from minimal notes ' , and his ' exceptionally acute hearing was always in demand' . 
79 -Didier Eribon, & Ernst Gombrich, A Lifelong Interest, p.S9. 
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probably helped him to see patterns and processes in German Propaganda more c\early. Kris 
developed an even stronger interest in propaganda. In England, he was able to make available his 
, 
knowledge of visual propaganda to the London Press Exchange in order to develop 
psychological principles for advertisement.80 From 1941 to 1943, after he had emigrated to the 
US, Kris made a content analysis of totalitarian radio propaganda from the 'Daily Digest of 
Foreign Broadcasts' prepared by the BBC on behalf of the British Ministry of Information. 81 
Gombrich's interest in caricature, which originated in his work with Ernst Kris, IS 
indissociable from a close interest in language and in the transfer from one medium to another. 
It is, for instance, also developed in Art and Illusion, where Gombrich analyses visual 
metaphors .82 Again, in The Sense of Order, Gombrich shows that the metaphor is a further 
extension of classification in language and art, since 'An old meaning is transferred and thereby 
transformed so as to designate a new concept. It is this capacity of the human mind for 
assimilating the new to the old which is also at work in the humble device of decorative mimiCIY. 
It is a form of metaphor' .83 
Gombrich's knowledge in caricatural processes was to help him understand psychological 
principles in German wartime broadcasting. In 'Myth and Reality in German War-Time 
Broadcasts' ,84 - a lecture on what he considered, in his humble manner, the only historical 
subject in which he had really specialised - Gombrich noted that, in the case of Propaganda, 
'unconscious projection merges into conscious distortion [as] like the cartoonist, the 
propagandist must also know how to personalise groups and nations and to build up these 
images again and again out of any material' .85 The propagandist, like the cartoonist, must 
condense a complex idea into a formula in order to represent a person as a type and reach the 
essence of a character. 86 Similarly, to be efficient, it was the complex idea which the good 
monitor had to retain. For the propagandist, what is at the origin of this complex idea will be a 
phrase, which will act as a shortcut to make the formula more efficient. In the same way, puns on 
80 -Kris ' Curriculum Vitae;'sPSL, 189/2, f. I77, 1939. 
81 -Kris to SPSL, 189/2, f. 2:"1 4, 1944. 
82 -Art and Illusion, p.89 : 'To our emotion, a window can be an eye and a jug can have a mouth; it is reason 
which insists on the difference between the narrower class of the real and the wider class of the metaphorical , the 
barrier between language and reality ' . 
83 -The Sense of Order, p. l75. 
84 -Ernst Gombrich, 'Myth and Reality . .. ', Ideals and Idols, Phaidon, Oxford, 1979, pp.93-11I. 
85 -This is also an aspect developed by Gombrich in 'The Cartoonist's Armoury', Meditations on a Hobby 
H ' P:< orse, pp.127-42. ~~ 
86 -See 'The Principles of Caricature' by Gombrich E. H. and E. Kris, in Psychoanalytic Exploration in Art, ed. 
by E. Kris, (London: George Alien & Unwin, 1953): 189-203. 
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words are the most widely used device of the cartoonist, as it is the surest way of condensing an 
. 
idea on paper.87 
, 
Gombrich's interest in Freud also stems from his work in collaboration with Kris. In 
particular, Gombrich often commented on Freud's observations on jokes and their way of 
resorting to the many layers of language.88 Similarly, Gombrich noticed, in Meditations on a 
Hobby Horse, that many of the cartoons around us stem from formulae that hark back to the 
genius of the Greek, the only culture which 'permitted this easy and effortless transition from 
abstract noun to an imagined reality'. 89 In their study on caricature, Gombrich and Kris are 
aware that caricatures based on puns are culturally connoted and therefore cannot hit home in the 
same way when addressed to people using different languages. Because a noun, such as a 
"pear" in the case of the caricature of Louis-Philippe, does not culturally refer to the same 
connotations in the language, the caricature portrait of Louis-Philippe as a pear or "poire" - i.e. 
a fathead for a French-speaking viewer - would lose its strength as well as its meaning as a 
visual pun, were it to be shown to an English-speaking audience. Caricatures play with puns 
which follow a culture's tradition in the same way as poems do.90 
Consequently, in 'Some Axioms, Musings and Hints on Hearing', a memorandum 
Gombrich wrote as supervisor of BBC monitors" Gombrich strongly recommended them to 
"give local colour" to their reports by using topical phrases to show the receiver that monitors 
are keeping abreast of what is happening.91 In doing so, he closely followed Arnheim's idea that 
the radio reporter should attract the reader/listener,92 as well as the principle of topicality that 
cartoonists and propagandists used. In this respect, Gombrich also implemented this device in 
his writings, always looking for the most idiomatic or up-to-date phrases, thus showing his love 
for the language93 and literature -Gombrich also wrote essays on German literature which were 
turned into a book-94 His writings show this awareness of topicality as an issue in translation 
87 -Ibid. p.196. i 
88 -Ernst Gombrich, 'Verbal' Wit as a Paradigm of Art', in Tributes , p.106. 
89 -Gombrich, 'The Cartoonist's Armoury'. 
90 -Ernst Gombrich, The necessity of Tradition ' , in Tributes, pp. 185-209, for the idea of cultural tradition in 
semiotic association . 
91 -Renier & Rubinstein, on 'Some Axioms, Musings and Hints on Hearing' , p.82. 
92 -Arnheim, Radio, 'The New Art of Sound' , p.28. 
93 -Let us just give one of a multitude of examples e.g. in Ideals and Idols, p.57, 'I know that the sermons 
against specialization are fl.\!o l.fppenny (emphasis mine). 
94 -Ernst Gombrich, Gastspiele: Aujsiitze eines Kunsthistorikers zur deutschen Sprache und Germanistik, 
(Vienna: Bohlau, 1992). 
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which he prescribed at Evesham. For instance, he deals with the debate among Florentine artists 
, 
about representation and movement and describes how, according to Leonardo, portrait painters 
could not get used to the depiction of gesticulating figures, which they thought "possessed" or 
like Morris dancers. The latter reference could not have emanated from a Renaissance painter 
but only from Gombrich himself, aware that he is addressing an Anglo-Saxon audience.95 
He also made observations on hearing that he later applied to art. Firstly, that hearing 
depends not only on keen ears but also on knowledge. 96 In The Image and the Eye, he 
developed this idea by asserting that 'the less information is given, the more what I would call 
'the beholder's share' comes into play' .97 This means that, as in seeing, sounds are read in the 
light of expectations. In hearing, Gombrich experienced and analysed a type of projection 
similar to that which he was monitoring for the BBC. 98 What one hears is what one is ready to 
hear, through knowledge and recognition of oral schemata as: 
The mechanism of projection only starts working once you believe there is a 
sense in the noise you hear. You have to "want to get it out", you need 
concentration but should forget your own effort (as in piano playing). You 
must try and fit it into various contexts and you must also know what 
follows. 99 
Everything is a matter of focus; just as there is no "innocent eye" for Gombrich, there is 
no "innocent ear". 100 Just like images of facial expression which should always be seen in a 
particular context,101 the translator's perception depends on prior knowledge of 'situational 
cues'.102 
This idea was developed in Art and Illusion, where Gombrich begins his chapter entitled 
'The Image in the Clouds' from the standpoint that 'What we read in accidental shapes depends 
on the capacity to recognise in them things or images we find stored in our minds.' 103 
Gombrich's later connection with psychologist Richard Gregory who, trained by Frederic 
95 -In 'Action and Expression', The Image and the Eye, p.90. 
96 -Renier & Rubinstein, p.7f.6. 
97 -The Image and the Eye, ~'.171. 
98 -Renier & Rubinstein, p.76: 'The mechanism of 'projection' plays a major part in hearing (projection is the 
mechanism by which we read familiar shapes into clouds by Leonardo).' 
99 -Ibid. p.78. 
100 -Ibid . p.76: 'The relation between perception and projection: Perception is there so that we should know 
when to stop projecting. A configuration of sounds evokes some vague association of words and we start 
projecting them into the medley.' 
101 -Ernst Gombrich, 'Action~nd Expression in Western Art, The Image and the Eye, p.86. 
102 -Ibid., p.87. 
103 -Art and Illusion, p.155. 
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Bartlett, is essentially interested in problems of perception, is thus logical. In Britain, Bartlett, 
. 
who had introduced the idea that there is a great deal of organisation in the reproduction of 
material from memory, was working during the same period as the Gestalt psychologists. His 
non-experimental analyses were based on the observation that the perception of the world was 
organised according to schemata. When Man perceives things, he must do so by 'learning how 
to solve the "scheme" into elements [utilising] the constituents of his own "schemes" instead 
of being determined to action by the 'schemes' themselves' .104 With this schematic 
organisation of the world by the mind, Bartlett reached ideas very close to those of Popper and 
Gombrich's on perception, i.e. that a great deal of what is perceived is indeed infelTed from what 
one already knows. This is very close to Popper's "searchlight theory" of cognition, i.e . that 
the intellect works like a searchlight looking for sense in the millions of ambiguous stimuli 
coming from our environment. 
Gombrich also remarked that in hearing, the whole comes before the part, as we do not 
respond to the individual stimuli of isolated sounds but to configurations as a whole. Only after 
the medley of sounds has fallen into a distinct pattern do we allocate each individual sound its 
place within the whole. 105 In another memorandum, Gombrich states that 'memorising is not the 
same as leaving out .. It is really all a matter of focus' .106 This is similar to Arnheim's 
observation in Radio that the sound comes before the word. Arnheim asserted that this new art 
of sound, because it has one dimension in time, while other arts are either 2 or 3-dimensional, 
has to lay more emphasis on words. The sound of the word, because it is more elemental, should 
be of more importance than the meaning. He also observed that the 'expressive characteristics' 
of sound affect us in a far more direct way, therefore emphasising the importance of the 
linguistic element in a new art form. 1 07 
This allocation of a particular place or focus "within the whole" was expanded by 
Gombrich in Art and Illusion where he observes: 'Neither in thought nor in perception do we 
learn to generalise. We learn to particularise, to articulate, to make distinctions where before 
there was only an und}fferentiated mass'. 108 Deriving from such classifications are 
"schemata", i.e. motifs which can be adapted to the artist's preexistent vocabulary through a 
Popperian process of trial and error. In this, he also followed Schlosser's observations on the 
104 -Frederic Bartlett, Remembering: A Study in Experimental and Social Psychology, (Cambridge: C.U.P., 
1932, repr. 1964): 301. 
105 -Renier & Rubinstein, p.76. 
106_Ibid., p.81. I.$;I 
107 -In Radio, p.27-29. 
108 -Art alld Illusion, p.86. 
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use of formulae in artistic creativityl09 and Schlosser's understanding of the history of , 
language, based on Croce's definition of language as a domain which comprised all areas of 
, 
intellectual culture. But for Gombrich, and unlike Schlosser's dualism between the spheres of 
style and those of the language of art, art is primarily language, fulfilling a social function as a 
social statement. As mentioned by Martin Seiler, the Warburg and the Vienna Schools meet 
precisely in this common interest in the dialectic of language and symbol.' 110 
According to Gombrich, language serves to articulate what has been perceived in our 
environment, thus contributing to this process of differentiation. I I I Just like depiction, it 
provides a classification which is essential for a contextual perception of the physical object. 
Gombrich has shown that the striving for the conquest of appearances in art was determined by 
the function which art has in a given society. In Ancient Greece, or from the Renaissance to the 
eighteenth century, the function of alt was to approach the dramatic evocation of mythological or 
biblical stories related by the epic poets and the Bible. Thus art sought the mastery of 
appearances, not 'what' is represented but 'how' emotions are conveyed. I 12 
Apart from these analogies between visual and oral schemata, Gombrich's art historical 
methodology at large was also influenced by the methods used for the BBC. As a monitor he 
asked himself: 'What would Intelligence, Propaganda focus on [in this broadcast]?' .113 This is 
equivalent to his other advice to monitors in a memorandum written at Evesham; 'know who you 
write the summary fo~' 114 and 'who the broadcast was aimed at' , i.e. 'know what you are 
looking for, what the question or issue at stake is ' , a widely held principle for Gombrich, which 
perhaps derived from Popper's idea that 'there is no difference in principle between 
explanations in history and in science; the difference is in the direction of our interests' .115 
Indeed, Gombrich, who contends that a complete interpretation of what a symbol means for a 
particular epoch is impossible, tries to redefine questions vis-a.-vis the work of art. Hence 
Gombrich's lifelong interest in Primitive Art as a period when image and meaning - or the 
'conceptual image't~ were being confused. What matters to him is not the meaning of the work 
<' 
109 -Combrich on Art and Psychology, pA. 
110 -See Seiler, 'Das Exil der Wiener Schule der Kunstgeschichte und das Warburg Insitute in London ', in 
Stadler, p.627 . 
111 -Art and Illusion , p.86. 
112 -Ibid. 
113 -Renier & Rubinstl;:.,w, p.82 . 
114 -Ibid. 
115 -See Gombrich on Popper in, 'Approaches to the History of Art' , in Topics of our Time, p.62. 
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of art for a particular period, which will never be fully grasped - whatever thy ambition of 
cultural historians - but rather, where it stems from or what its possible function was (i .e. what 
• 
you know about its context in time). 
This is often achieved by Gombrich's referring to the original denomination of a 
movement. His interest in the origin of the name of movements or trends is therefore part and 
parcel of his interest in the perception of reality. In 1979, he began a lecture on Primitive Art for 
the BBC with a long description of the origin of the word 'primitive' : 'We know the place and 
the year, almost the day, when the word "primitive" was launched as a word of praise in the 
world of art' .116 Also, in Meditations on a Hobby Horse, Gombrich affirms: 
In so far as painting is something like a language, the limits of its 
translatability are of a different character. They lie in the difficulty of finding 
clear and unambiguous terms for each of the possibilities the artist rejected or 
selected. Such terms cannot, in the nature of things, be at hand in the language 
of everyday life. All the critic can do is search for equivalent gamuts that allow 
him to convey his meaning through metaphor and analogy. I 17 
Here, Gombrich clearly speaks of the language of the critic as art. More generally, when 
he speaks about the flaws of art history as a subject, he often draws analogies between language 
and art. To warn the art historians against over-interpretation, he speaks of 'false friends' .118 He 
also shows that art history as a science has a long way to go when he writes, in 'Reflections on 
the History of Art', that 'the distinction between poetry and language has always been accepted 
as natural; the distinction between art and imagery is only becoming familiar'. These analogies 
between several arts and language are numerous throughout Gombrich' s work. He also used an 
analogy with music 119 in his BBC memorandum to describe elements of perception. 120 
Ironically, Gombrich was also criticised by English speakers precisely for not using a 
wide enough range of language when putting forward his argument in Art and Illusion. A TLS 
reviewer observed: 'For all the exceptional breath of his learning the author has a tendency to 
over-simplify [ ... ] Ef~n the key term "schema" seems in his vocabulary to stand for a number 
116 -Ernst Gombrich, 'The Primitive and its Value in Art ' in The Essential Gombrich , ed. by R. Woodfield, 
(London : Phaidon, 1996): 296. 
117 -Ernst Gombrich , 'Tradition and Expression in Western Still Life ' , Meditations on a Hobby Horse, p.lOO. 
118 -For example, Gombrich gave a lecture at Cambridge in 1996 on the multiplicity of interpretations of 
pictures which he entitled 'False Friends'. 
119 -See, for instance, 'T~ Rivalry of the Arts', The Sense of Order, p.286. 
120 -The interaction of the arts and language can be found throughout his work, see, for instance, 'The Necessity 
of Tradition ', Tributes, pp. 185-209. 
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of different things: for the artist's knowledge of the world, for visual aids and conventions, for 
, 
habit, for manual skill ' .121 Gombrich' s use of patriotic allusions and metaphors was also 
criticised. It has been considered as undermining 'his express intention of establishing a 
scientific neutrality of approach that is free from national chauvinism' .122 This ignores one of 
the Viennese scholar's principal methods developed since Evesham and described above, i.e. that 
of linking a visual experience to the reality of the culture observed through topical language. 
In any case, whether art is dependent on language or not, it is not its realism which matters 
but the conceptual perception of the object, which is the only factor in the appreciation of the 
expressi veness of art. 123 Richard Gregory's experiments on the eye and the brain seem to be 
the work which is closest to Gombrich's observations, even if Gregory adopts a relativistic 
attitude stating that 'perceptions are hypotheses' , 124 an approach which Gombrich's anti-
relativism cannot accept. As mentioned in the previous chapter, Gombrich and Gregrory's 
common ideas and a very similar psychological tradition might have made Gombrich's art 
history more popular than iconology in this country. His extensive knowledge in the psychology 
of perception led him to emphasise the work of the artist as the work of an investigator. The 
point of Art and Illusion is to show that the artist's act of perception is also a psychological 
experiment. This coincides with his views on the function of language, which serves not only to 
describe reality, but also to create or transform reality, a process which coincides with artistic 
creation, especially in the field of caricature where art and language are indissociable. 125 
In conclusion, one should quote Panofsky, who summarised this necessity of having to 
work through the English language as the main 'contribution to loosen [emigre art historians'] 
tongues' .126 Not only did this imperative liberate the prose of the emigres, it also made them 
aware, as Hans Hess remarked in a comparison of the pictorial language of Klee and that used 
by Palau Islanders who do not separate colour from extension, that: 
A picture is a text [ ... ] it always is more than the letters of the alphabet of 
which it is composed, as the picture is always more than the signs of colour 
and shape of whi,th it consists. The difficulty begins when one is trying to 
.. ~f. 
read a new language with the apparatus of an old language [ ... ] and if one 
121 -Anon. , 'Art and Common Sense' , TLS, (8 Apr. 1960): 217-18. 
122 -Read, 'Art Criticism versus Art History' , p.504. 
123 -Indeed, as is made clear in Art and /IIusion , Chap. XI, Gombrich does not believe in such things as "natural 
resonance" of the art object. 
124 -Ian Gordon, 'Gombrich and the Psychology of Visual Perception' , in COl1lbrich on Art and Psychology, ed. 
by. R. Woodfield, p.62. ,f~.,. 
125 -Gombrich, 'The Visual Arts in Vienna circa 1900 .. .', p.26. 
126 -Panofsky, Meaning in the Visual Arts, p.330. 
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expects the old grammar and syntax to be operative. This is not the case, and 
one has to learn that there are concepts for which our spoken language ha~ no 
words. 127 
Since the emigres were forced to reflect on the English modes of thoughts when they used 
words denotating concepts, they were bound to broaden their structuring of the world and 
thereby their understanding of the physical world. This could be one of the reasons why most 
art historians in exile never revelted to writing in their native language. 128 
J/ 
~f. 
127 -Hess, Pictures as Arguments, p.113. Hess follows this observation with: 'We have to read the works of 
Klee in such a different conceptual frame. He is trying to find expressions for concepts which the language of art 
has not owned before'. 
128 -This has been pointed out, for instance, by Karen Michels about Panofsky in 'Bemerkungen zu Panofskys 
Sprache', in Erwin PQI~fjfsky, Beitrage des SYll1posions Hamburg, Schriften des Warburg-Archivs im 
Kunstgeschichtlichen Seminar der Universitat Hamburg, ed. by B. Reudenbach, (Berlin: Akademie Verlag, 3 
Vols ., 1994): 68-69. 
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Ill. The Emigres' Practical Achievements 
1. Emigre Art Historians and the Structure of Art Historical Education in Britain 
t 
A study of the role of German emigre art historians in establishing art-historical education in 
Britain must be examined against the wider background of the promotion of art education before 
the Butler Act of 1944. 1 Most of the articles referred to, especially when written by British 
scholars, also deal with the teaching of art in general. The Education Act initiated the training of 
70,000 additional teachers on top of the 200,000 the country already had. Furthermore, the 
arrival of the Warburg Institute coincided with the rising interest in Britain in the study of 
images.2 Thus, the structuring of art-historical education, although started before the war, must 
be considered within the context of this national education reform of 1944. The war had also 
brought to England a new population of mature students as well as of emigre scholars who were 
to change the face of art-historical studies in this country. 
a. Description of the State of Art Historical Education: Kunstgeschichte and the 
History of Art in Britain 
In the 1930's, many schools of art and design already existed in Great Britain. However, very 
few of them provided an art-historical education. The nineteenth-century interest in 
connoisseurship and aesthetics had encouraged the development of art schools, but not of 
schools of art history. Nevertheless, the Thirties saw an increase in interest in art education in 
general, illustrated by the publication of seminal works such as Education through Art by 
Herbert Read. During the late Thirties, there was an increase in books and articles on art 
education in Britain, Germany, and the United States. Nikolaus Pevsner started his book 
Academies of Art, Past and Present in Germany in 1931.3 In the United States, reports were 
being written on the role of mt education in universities. 4 In the mid-Thilties and during the war, 
the development of the visual arts was also undertaken by the British Institute of Adult 
Education, whose Secretary, W.E. Williams, was one of the prime movers in the Council for the 
Encouragement of Mt4ic and the Arts (CEMA) created in 1940,5 the predecessor of the Arts 
1 -The Education Act was prompted by the considerable number of adults whose schooling had been interrupted 
during the war. It was the first British attempt towards a national education policy and was an indispensable 
instrument of national reconstruction. 
2 -See Saxl, 'The History of Warburg's Library' in Gombrich, Aby Warburg, p.337 . 
3 -It later inspired Quentin Bell's The Schools of Design, (London: Routledge & Kegan Paul, 1963). 
4 -Harvard art historian Arthur Pope spent the academic year 1934-35 working on art education in preparation for 
his book, Art, Artist and Layflian; a Study of the Teaching of the Visual Arts, (Cambridge, MA, 1937). 
5 -The CEMA was replaced by the Arts Council in 1946. The British Institute of Adult Education started its 
scheme 'Art for the People' in 1935. 
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Council. 
In 1943, an Association of Art Institutions was created in England, resulting from this 
, 
growing interest in art education. Its aim was the development of art education in Primary and 
Secondary Education. At its Inaugural Lecture, Harold Holder, Principal of the Birmingham 
College of Art and Chairman of the Association of Art Institutions, urged its importance not 
only for the young but also in continuing and adult education, two issues which were to be 
directly addressed by the Butler Act on Education in 1944. 
In 1975, Peter Lasko, former director of the Courtauld, asserted that: 'There can be no 
doubt that art history in Britain has come of age and has joined the great European tradition'. 6 
In the course of this chapter, it will be seen to what extent emigre art historians were responsible 
for this coming of age of art history in Britain. 
Art history as an academic subject did not exist as such before the creation of the 
Courtauld Institute in England, whereas it had long been taught on the Continent. After 
Winckelmann's studies of Ancient Greece and Rome, which provided the basis for modern art 
history, the history of art was first taught as an academic subject in 1813 by lohann Dominic 
Fiorillo, first incumbent of the Chair of the history of art in Gottingen. 7 Fiorillo had been 
Universitatszeichenmeister since 1781 and curator of a small cabinet of drawings, before giving 
lectures on the theory and history of the fine arts.8 Another chair was established in the Berlin 
Academy of Art in 1833, to which Franz Kugler was appointed. By 1901, there were 30 
professors of art history in 27 universities and higher education institutions in Germany.9 In 
1912, at the Tenth International Congress of the history of art, Wilhelm Waetzold, reporter for 
German matters, proudly asserted that German institutions of higher education had, all in all, 132 
lecturers in the history of art. 10 By 1930, 36 institutions of higher education in Germany and 
Austria had professors, 11 and m'ost of these institutions also had lecturers. 12 
History of Art in Britain before the creation of the Courtauld Institute 
In Britain, there had also been early attempts at promoting the study of the fine arts. The painter 
/i 
B.R. Haydon was apparently the first to have pleaded for it in an 1816 paper, where he refers to 
6 -Lasko, The Courtauld Institute of Art and Art History in Britain ', p. 115. 
7 -Eisler, ' Kunstgeschichte American Style: a Study in Migration', pp.545-630. 
8 -W. Sauerlander, 'L' Allemagne et la Kunstgeschichte', Revue de I 'AI" n045, (1978): 5. 
9 -If one only considers the university system, by 1912 the 21 German universities had IS chairs in the history 
of art. 
10 -Sauerlander, p.8. ~<1~ 
11 -Either ordentliche, ausserordentliche, or Honorarpro!essoren . 
12 -Wend land, appendices, pp.21O-17. 
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the deficiency of training in the subject in British education. 13 He was later followed by the 
, 
Reverend Richard Greswell, from Oxford, who published On Education in the Principles of Art 
, 
in 1841. 14 This paper was read by Ruskin, who then offered his services to teach at Oxford 
according to Greswell's principles. 15 Little by little, the study of art history in Britain was being 
introduced. 
The first Chair of the history of art in the British Isles was established at the University of 
Edinburgh in 1879. It was intended for two different types of courses, one working in 
conjunction with the Edinburgh College of Art, the other one in association with the English 
Literature curriculum. In any case, the history of art at Edinburgh was only considered as a 
section of a course leading to a degree, a position which still holds true in many British 
universities. However, Edinburgh was the first university in Britain to offer, from 1895 onwards, 
the opportunity of obtaining an Honours degree with a substantial amount of art history. 16 
The Watson Gordon Chair of Fine Art has been in existence in Edinburgh since 1880. 
Gerard Baldwin Brown was its first holder, and he was succeeded by Herbert Read in 1933, 
David Talbot Rice in 1935,17 Giles Robertson in 1972, and Eric Fernie until his later 
appointment as Director of the Courtauld. The object of the Chair was to impart full knowledge 
and correct ideas with regard to 'the History and Theory of the Fine Art including painting, 
sculpture and architecture and other branches of art therewith connected' .18 Art history at 
Edinburgh promoted a clo~e connection between the practice and the historical study of the fine 
arts. But the study of art history as a serious option in the curriculum of the University of 
Edinburgh remained an exception in the U.K. until the opening of the Courtauld Institute of fine 
arts in London in 1932. 
The University of London had long been acquainted with art history. In 1833 and 1836, 
the painter and humanist Sir Charles Eastlake, first Director of the National GallelY, was offered 
a chair in the history of art at University College, but refused it, thus postponing the teaching of 
art history in London. 19 
j.! 
~r, 
13 -G. Robertson, ' Artist and Art Historian', an Inaugural Lecture, (Edinburgh: privately printed, copyright: Mrs 
Eleanor Robertson, 1972): 7. 
14 -Edward Greswell , On Education in the Principles of Art, (Oxford, 1841). 
15 -Robertson, p.9. 
16 -Ibid., p. 11. 
17 -Pevsner was shortlisted for this post of lecturer at the University of Edinburgh, see SPSL 191/2, f.8 . 
18 -Robertson, 'Artist and Aff Historian ' , p.lO. 
19 -Lasko, 'Der Einfluss der deutschen Kunstgeschichte in England', Die Emigration del' Wissenschaften nach 
1933, ed. by H. A. Strauss, (Munich : Saur, 1991): 224. 
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The endowment made by Felix Slade (1790-1868) to the Universities of Cambridge, 
I 
London and Oxford, allowed the creation of three annual Chairs in the history of art in 1869. 
The Slade Professors were bound by statute to lecture on 'the history, theory and practice of the 
fine arts'. 20 In London, this endowment also gave six scholars the chance to pursue a career in 
the arts, and made the creation of the now famous Slade School possible. However, these Chairs 
did not trigger the creation of art history departments. Today, the Slade Lectures in the history of 
art at these three English universities still take place eight times during one particular term of the 
academic year. 
In the period covered by this study, the Slade Lectures did not seem to satisfy art 
historians. The Oxford-educated art historian John Pope-Hennessy remarked that in his student 
days, the Slade Professorship at Oxford was held by a "nonentity".2 1 In his Inaugural Oxford 
Slade Lecture of 1928, Reginald Gleadowe noted that: 'It is not unusual here to talk of Slade 
Professors Emeriti as "Poor So-and-So - not, I mean, because they are all dead, but because, I 
suppose, they have gone, one after another, to their honourable task with high hopes, which they 
have lived to witness slowly starved to death'. 22 This failure of Slade Professors to make their 
own projects concrete, especially in the early days when the Slade Professorship could last for 
more than three consecutive years, seems therefore to stem from the fact that it was not part of 
any University stlUcture. 
There was also a Chair in the History of Art originally created for the benefit of the 
students of the Slade School. The Durning-Lawrence Chair of Fine Art at the Slade was later 
held by two emigre art historians, Rudolf Wittkower and Leopold Ettlinger, at the Slade. It was 
transferred to the University of London.23 
The Courtauld Institute 
After the 1833 offer to painter Sir Charles Eastlake, a full century passed before the Courtauld 
Institute was created to compensate for this lack of concern for art-historical studies in England. 
It became, in 1932, the very first place in the British Isles where art was studied as a subject 
leading to a degree. T~ Institute was concerned, from its inception, with the study of the history 
of art in all its aspects up to the present day. Its principal aims were: (a) to provide instlUction 
20 -Reginald Gleadowe, Oxford University and the Fine Arts, (Oxford : Clarendon Press, 1928): 5. 
21 -Pope-Hennessy, Learning to Look, p.35 . Similarly, Ellis Waterhouse remarked, in 'Art as a Piece of 
History ' , The Listener, (1952): 761 , that in Oxford and Cambridge the Slade Professorship tradition had turned 
art history into "an intellectual desert". 
22 -Gleadowe, pA. This is,'-.1fs will be seen on p.149, what happened to Gleadowe himself with the suspension of 
the Diploma in Mediaeval and Renaissance Art project. 
23 -Interview with Stephen Chaplin, Archives, Slade School of Fine Art, London, July 19th, 1996. 
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for those who desire a knowledge of the history of art as part of their education; and as a basis 
for appreciation, (b) to promote research in the subject, especially by training and assisting 
, 
students to undertake such work. The courses were meant to serve as preparation for posts in 
museums, galleries and similar institutions as well as for those wishing to become teachers of 
the history of art; and for other professional purposes connected with art.24 
The courses and lectures were mainly given by English museum professionals acting as 
lecturers and by emigre art historians acting, for the most part, as guest lecturers and often 
basing their teaching on the new facilities made available by refugee art collectors, as reported by 
Michael laffe, the Rubens specialist: 
The choice of [my disseltation subject] had been stimulated in me the previous 
year. I had attended a series of classes held in London at the Courtauld 
Institute of Art by 10hannes Wilde; as a feature of this we students were 
treated one morning to a sight of the splendid collection at 56 Prince's Gate 
which had been formed by Professor Wilde' s former pupil from Vienna, 
Count Antoine Seilern. Moreover, in London, in the winter of 1950, anyone 
with even the glimmer of a passion for the art of Rubens could relish, beside 
the riches of the national collections and of the Dulwich Gallery, 'Peter Paul 
Rubens, Kt', a generally well-chosen and instructive exhibition organised at 
Wildenstein's by Ludwig Burchard.25 
Pevsner noticed that the Courtauld 'was more an outcome of the rapid spreading of the 
subject in America than of its well-tested existence on the Continent.' 26 Nonetheless, the 
interaction between the Warburg and the Courtauld Institutes was extremely close from the very 
beginning, particularly in education policy matters. In 1937, William Constable, Director of the 
Courtauld Institute, resigned. A complete reorganisation of the teaching, which had become too 
diversified, was undertaken. Projects were draughted by Warburg members and formed the 
basis of a new, more coherent way of teaching art history from undergraduate to graduate levels. 
Four types of students were catered for: the "extension students", i.e. those who merely wanted 
to increase their knowledge of art without working for a degree, the beginners, the advanced 
students, and the pos" raduate students. On completion of the course, they should have covered 
all the aspects of the 'Student's Guide to Art History' suggested by Edgar Wind.27 This very 
complete guide was supposed to give students an in-depth visual, historical, literary, methodical, 
and technical training. The iconographical method was brought in little by little as historical and 
24 -Purposes outlined in the Courtauld Institute's first and subsequent prospectuses. 
25 -Michael laffe, Rubensflnd Italy, (London : Phaidon, 1976): Acknowledgements. 
26 -Nikolaus Pevsner, 'Reflections on Not Teaching Art History' , p.715. 
27 -See Wind 's project, Appendices, pp.267-68. 
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literaty training developed with an introductOlY course during one term of the first yeat·, followed 
by practical exercises catTied on throughout the three terms of the second year. 
, 
Following the example of the Courtauld, several British attempts at introducing art history 
were made. The history of art was first taught at Manchester in the 1930's by artist and critic 
Reginald Wilenski. After having been "Special Lecturer in Art" at Bristol, Wilenski was 
appointed "Special Lecturer in the history of art" at Manchester University, where he lectured 
from 1933 to 1946. The Lecturer did not belong to any department and his subject was taught in 
the early years for students of French or English. Helen Rosenau, for instance, taught French 
neoclassical architecture in the French Department. In the early Sixties, a Depattment of history 
of art was set up by John White, a second generation expatriate scholat·. But there was still not a 
single honours degree when he left to go to the States. The first single honours degree was set 
up in Manchester in the late 1960's by Reginald Dodwel1.28 
In Birmingham, the Fine Art Department was first envisaged at the time of the foundation 
of the Barber Institute in 1932. It was set up by Thomas Bodkin, an Irish scholar who was the 
first director of the Institute and first Barber Professor of Fine Alt. A Chair was created in 1935, 
and aimed at catering for the needs of university students in varied subjects. Before 1990, the 
Department taught optional courses only to first degree students in other departments.29 
Summer courses in art history were also organised. They provided an opportunity for Helen 
Rosenau to lecture on german art during the war. 30 Glasgow, Leeds, Newcastle, Nottingham, 
and Reading also offered art history courses from 1943 onwards but had no special chair or 
examination attached to these lectures.3l 
Oxbridge was velY slow at developing an interest in art histOlY. In Cambridge, there were 
prewar attempts to establish art history courses. Just as in Oxford and London, Cambridge had 
the Slade Lectures. While a Slade Lecturer at Cambridge, Roger Fly wrote a pamphlet in which 
he concluded, in his preliminary comments on the contrast between German and British 
systems: 'I am a Professor without a Tripos, a fox without a tail'. 32 This amusing remark on the 
lack of departmenta.1 structure can actually be applied to anyone in England who intended to 
teach art hiStOlY outside of the Courtauld Institute until the 1960' s. 
28 -Source : A.G. Causey, Head of Department, Department of History of Art, Manchester. 
29 -In 1990, it was refounded in order to teach Combined Honours undergraduate courses. Information gathered 
from Paul Spencer-Longhurst, curator of the Barber Institute of Fine Arts, the University of Birmingham. 
30 -Rosenau to SPSL, SPSL 1921l, f.133, 1/061l943. 
31 -Later on, in the Sixti~s, some prestigious artists-art historians, such as Sir Lawrence Gowing and Quentin 
Bell, were appointed Heads of Departments at Leeds and Newcastle University. 
32 -Fry, Art-History as an Academic Study, p.lO. 
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In 1939, six years after Roger Fry's pamphlet was written, a growing interest in art history 
, 
urged British members of the History Department at Cambridge to ask Elsbeth Jaffe, a refugee 
• historian from Hamburg, for 'art-historical assistance or supplement',33 Earlier on, the 
Department of Modern and Mediaeval Languages had asked for Saxl' s help in teaching the 
Italian Renaissance from a litermy as well as mt-historical point of view,34 
But it was not until 1970 that a history of art tripos was set up at Cambridge, owing to 
Michael Jaffe's effort. Before formal art history teaching began, Jaffe gave weekly classes in the 
Fitzwilliam Museum. Based on exhibits from the collections, they were designed for interested 
students from Cambridge colleges who were admitted to the series after interview. The art 
history Tripos developed from the Architecture and Fine Art Tripos, established in 1958 in what 
was then called the 'Faculty of Fine Arts'. This earlier Tripos included papers on the history of 
architecture, the applied arts, painting and sculpture. It was inspired by Michael J affe' s 
experience at the Fogg Art Museum's course, reinstated after 1950. 
In Oxford, before the chair of the Professor of Fine Art was established in 1955, and 
before the creation of the Faculty of mt history in 1961, several short-lived efforts had also been 
made to introduce art history as a more structured course. In 1928, Slade Professor Reginald 
Gleadowe, former student of the Slade School in London, developed a scheme for a Diploma in 
the fine arts. This Diploma aimed at enabling its candidates to focus on Mediaeval and 
Renaissance Art, concentrating on a detailed study of an artist, a monument or a technique, as 
well as focussing on the principles of art. Gleadowe suggested making use of all the artistic 
assets available in Oxford by integrating already existing structures, such as the Ruskin School, 
the School of Modern History, and the School of Theology in this endeavour. 35 However, this 
Diploma in Mediaeval and Renaissance Art in Oxford remained a project until 1933, when 
Gleadowe ceased to be Professor. It never became integrated into the School of Modern History 
as the Slade Professor had wished, although it had been accepted by the Fine Arts Committee 
which dealt with the Ruskin School; in 1934, it was finally suspended. 
The fine arts has,Vlong been represented in Oxford by the Ruskin School of Drawing. It 
?-t< 
offered a certificate in Fine Art, but no qualification in art history until 1977. 36 Well into the 
33 -Elsbeth laffe to Gertrud Bing, Box: Con·espondence 1939- 1940 H-K, Warburg Institute Private Archives, 
5112/1939. Miss l affe was a friend of Saxl and Bing and had worked with them at the Warburg Haus in 
Hamburg. She came to Oxford in 1935 and worked on the Latin edition of the Mediaeval Picatrix. 
34 -Dr Previte-Orton to Saxl, Box : Conespondence 1936-1939 N-R, Warburg Institute Private Archives, 
15/02/1936. 
35 -Gleadowe, p.7. '-;}':; 
36 -In 1977, the degree of Bachelor of Fine Art for painting and applied skills was awarded at the Ruskin School 
of Drawing for the first time. 
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1960' s, the Ruskin School did not deem itself an appropriate place for professiOl}.al courses in 
art history. Neither did the School of Modern History, as it suspended the project of a Diploma 
, 
in Mediaeval and Renaissance art. Before the arrival of Edgar Wind as the holder of the new 
Chair of the history of art in Oxford in 1955, the subject closest to art history being taught as an 
academic subject in the University was archaeology. The Lincoln Chair of Classical 
Archaeology had been established in the 1880s and other chairs in archaeology also existed, 
such as the Chair of European Archaeology. In 1956, another was created, the Chair of 
Archaeology of the Roman Empire. There were also certain options for the history of art as an 
ancillary subject in the Modern History and the Mediaeval and Modern Languages Schools, and 
a B.Phil. in Renaissance Studies. And, of course, just as in Cambridge and London, there were 
the annual Slade Lectures, whose standard varied from year to year. 
b. Art History as an Academic Subject: the Views of Emigre Art Historians and 
British Scholars 
In the 1930's, the process of integrating art history, which had come under consideration in the 
nineteenth century, accelerated when art historians emigrated. The emigres helped to structure 
these first attempts, encountering a lack of understanding of the meaning of their subject of 
studies. 
Views of Emigre Art Historians: 
For the emigres, it was totally unexpected that art history was not considered as an academic 
subject in Britain, and they expressed their surprise. Leopold Ettlinger, in a letter to an art 
historian friend who had remained in Germany, expressed it in these terms: 
Hier in England gab es kaum eine wissenschaftliche Kunstgeschichte als ich 
vor 9 lahren herkam. Also gab es auch nur sehr wenige Stellen. Durch den 
Krieg und durch den Einfluss des Warburg Instituts und einiger anderer ist 
das jetzt zwar anders geworden aber die meisten UniversiUiten haben keine 
vollen Lehrsttihle fill' Kunstgeschichte (weder Oxford noch Cambridge; 
London hat ein Institut, das Birminghamer ist auch nur Schmalspur).37 
i 
In 1948 Fritz Sd~l, who had helped Leopold Ettlinger participate in the activities of the 
Warburg Institute, delivered a lecture entitled 'Why art history?',38 During this lecture, he 
asserted that art history should be considered as equal in importance to any other branch of 
history. He thought that 'there ought to be more institutes [of art] in this visual age of ours 
37 -Personal Papers of Leo'i5ll ld Ettlinger, Warburg Institute Private Archives, letter to his friend Fritz Karl 
Danneel, June 1946. 
38 -Fritz Saxl, Lectures, vol. I, (London: Warburg Institute, 1957): 345-57. 
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because there are more people interested in and gifted for alt than in the previous, generation' ,39 
However, one can distinguish two different attitudes to the teaching of art history among 
, 
the community of refugee art historians. Fritz Saxl adopted a protective attitude towards art 
education, claiming that the traditional fOlmat of popular lectures did little justice to this subject, 
as people who attended them usually expected to be taught art appreciation rather than art 
history.4o Saxl's elitist standpoint was defensible at a time when, in a country where 
connoisseurship still had the upper hand, art history was not yet widely professionalised . 
By contrast, others wanted their discipline to be recognised at all costs. It is thus 
interesting to notice that while British universities found it hard to accept art history as a sound 
academic subject, the status of art history was also debated within the Central European 
community of mt historians itself. 
In a 1952 radio programme, Nikolaus Pevsner, just as Saxl had done, defended the status 
of rut history. Pevsner, who had just been appointed as Slade Lecturer at Cambridge, remarked: 
At Cambridge I am appointed to stand on a platform and talk about all that 
fascinates me. However, in the middle of all these delights a voice quite often 
whispers that I should teach, I should get hold of those who are really keenly, 
vitally interested in my subject and see what I can do for them, what I can do 
with them. But that I cannot do. For my subject, the history of art and 
Architecture, does not exist at Cambridge as an academic subject pursued to 
attain a degree and start a professional career. Nor does it exist at Oxford.41 
A few days later, Pevsner published in The Times a project for art history teaching. He 
said he visualised the histOlY of mt at university in three ways: 
(1) as a subject for open general lectures to all who think it might concern 
them, (2) as a subject for small numbers of faculty lectures in close relation to 
the work of these faculties, and (3) as a special subject within the history 
course.42 
His claim was supported by the British art historian Ellis Waterhouse who, on the 
following radio programme, expressed the wish that the art historian should be considered as 'a 
~...r. 
39 -Ibid. , p.357. 
40 -Ibid. '-6$ 
41 - 'Reflections on Not Teaching Art History', p.715 . 
42 -Nikolaus Pevsner, 'Art Education?', The Times (3 Nov. 1952): 735 . 
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sort of district nurse' ,43 that is as a lecturer able to help in very different fields. Yet, just like 
emigre scholars, he considered the histOlY of art as an academic discipline. 
Pevsner restated his argument after the publication of the White Paper drawn up by the 
National Advisory Council on A.li Education in 1961. In an editorial to the Burlington Magazine 
he declared: 
It is desirable to insinuate the teaching of art history into various departments 
[ ... ] rather than to institute special degrees in the history of art [ ... ] partly 
because the Courtauld Institute fulfils this need, partly because the subject is 
too specialized for undergraduates to study by itself, sometimes because 
Universities are too far away from a major Gallery. Ideally what one wishes to 
see established is not a larger number of fully trained mt historians who at the 
completion of their training will have difficulty in finding suitable jobs, but that 
all students of the humanities in the leading Universities should appreciate art 
history as part of a wider picture, and should have acquired sufficient 
knowledge of it to benefit from it in later years.44 
Other emigre art historians published articles on the absence of art-historical training in 
Great Britain. Among them, Helen Rosenau tried to make clear that art history was an important 
aid in the understanding of history as a whole, as well as in the understanding of, and the 
public's collaboration with, the artist.45 At a time when visual art practice had been greatly 
encouraged by British educationists and art critics, she emphasised, in 'Art and Society' - an 
article whose title she borrowed both from the recently-published book on art education by 
Herbert Read and that of the Russian Marxist aesthetician Plekhanov - that this alone was not 
sufficient to appreciate art works, as 'the appreciation of a work of art is closely related to 
history' .46 Her approach encompassing art history in the wider spectrum of history was 
probably influenced by Karl . Mannheim. Indeed, the author of Ideology and Utopia also 
discouraged over-specialisation as he found it led to a lack of awareness in social affairs - itself 
43 -Waterhouse, 'Art asfa Piece of History', p.76l: ' I look upon the art historian as a sort of district nurse, who 
may be caIIed in to help in many cases which wiII be outside her experience. A good district nurse will not mind 
admitting it when she is ignorant: nor will a good art historian. But a lot of method and of parallel cases should 
be available to both, and be of great service to the patient' . This is also akin to the 1928 Slade Professor in 
Oxford who was the very first scholar in the U.K. to see the history of art as an interdisciplinary subject per se; 
see Gleadowe, op. cit., p.7; 'Outside the independent study of Art for which a diploma scheme provides, I can, in 
my innocence, see no reason why, in the near future, the history and the criticism of art should not figure more 
and more in the schedules of subjects for your existing schools.' 
44 -Nikolaus Pevsner, 'TIfe Teaching of Art History in British Universities ', Burl. Mag., vol. 103, (1961): 164. 
45 -Helen Rosenau, 'The Approach to Art in Adult Education', Adult Education n° 14: 2. 
46 -Helen Rosenau, 'Art and Society' , The Contemporary Review (May 1947): 301. 
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dangerous for democracy.47 
Arnold Noach was reported to have been very keen on developing combin~d studies and 
teaching history of art and architecture to students of language and engineering, for instance.48 It 
will be seen that, with his original training in philosophy, Edgar Wind thought highly of 
curricula mixing any humanistic discipline with the overall teaching of the history of art. 
Similarly, from an intellectual standpoint privileging questioning as opposed to an absence of 
criticism of the foundations of scientific discipline, Gombrich was in favour of probings in other 
disciplines .49 
This enlargement of art histOlY to include other related disciplines may have been derived 
from the emphasis on popular art histolY as it was occasionally developed in Central Europe. 
The Urania in Vienna and Berlin and the various Abendschulen or Volksbildungsheime taught 
popular art history courses for adults. It was also a result of the broad education these scholars 
had received themselves. 
The views of British scholars: 
British people also understood the need for art history courses. The Presidential Address of the 
first meeting of the Association of Art Institutions was read by Samuel Courtauld, who had been 
appointed as President of the Association. In his speech, Courtauld raised the issue of the need 
for a training in art histOlY for the general public and for professionals. As a manufacturer of 
textiles, Courtauld had noticed how difficult it was to find employees with any training in art. 
His desire was then 'to see special classes started in large cities to educate the taste of wholesale 
buyers and salesmen' .50 It should be noted that Samuel Courtauld was here referring to "art 
appreciation" courses rather than art histOlY lectures. Along the same lines, he also asserted that 
the Director of the Courtauld Institute was called 'Professor of HistOlY of Art' when he thought 
this was 'a misnomer, for want of a better name' .51 
Art appreciation was still the norm, but in their articles about academic art history, pre-
1960 British art historians often remarked that the very title of their profession did not make any 
sense to the British pt blic. Waterhouse reported: 
In those documents which you sign or witness and have to write your 
profession, it has been my intermittent practice, when not forced to describe 
47 -Karl Mannheim, Diagnosis of our Time, Wartime Essays of a Sociologist, Collected Works of Karl 
Mannheim , (London, Routledge, 2nd ed., vo\. 3, 1997 (1943) ): 61 & 65 . 
48 -Personal communication with Noach's daughter Maggie Noach, 28/10/1996. 
49 -Gombrich, Ideals and lrIols, p.188. 
50 -Samuel Courtauld, 'Presidential Address for the A.A.!' , Warburg Institute Library, (unpublished, 1943). 
51 -Ibid., p.9. Courtauld continues; 'What we endeavour to teach there is art appreciation' 
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myself ambiguously as a 'civil servant', to write "art historian", as if seeking 
to introduce the word and the idea by this means into the language. Lawyer~ 
and bankers say: 'Surely you mean art critic?' and are puzzled when you say 
no, you do not.52 
, 
The creation of the Courtauld actually seems to have acted as a catalyst for protests by 
British scholars about the lack of concern for art history . In his 1933 Inaugural Lecture to the 
Slade Lectures53 , Roger Fry introduced the compound "art-history"54 into the English 
language; the term still commonly used was Kunstforschung .55 
After the war, British art historians seem to have wanted to raise the status of their subject. 
They did so by presenting it as part of history, thus challenging the deprecating remarks of 
British historians themselves.56 Ellis Waterhouse and John White even put forward the 
argument that rut history, as a subject dealing with concrete objects, could only be more objective 
than history which merely deals with the analysis of facts. As White put it, 'All our Napoleons, 
one for evelY article and every book about him ru'e abstractions' 57. 
But the most common way in which British art historians tried to promote art history as a 
subject was to present it as a source of higher moral education. Sir Kenneth Clark wrote several 
articles on academic art histOlY rather than merely art appreciation. His attitude to the discipline 
was not entirely in favour of that developed in Central European countries. Although he had 
been dazzled by Aby Warburg's method,58 he also considered art appreciation as the first and 
foremost aim of art history and shied away from an art history whose aim was similar to 
history .59 In this way, his views are similar to those of Samuel Courtauld. In fact, Clark was 
wary of some of the Marxist readings of works of art which he considered 'an intellectual 
52 -Waterhouse, p.761. 
53 -For details on the Slade Lectures, see p.ll. 
54 -Fry, Art-HistOlY as an Academic Study. "The history of art" was preferred but did not strike Roger Fry as 
close enough to "Kunstgeschichte" . 
55 -See Pope-Hennessy, 'P1e Study and Criticism of Italian Sculpture, p.vii. 
56 -Waterhouse, p.761 ; 'c:6mments are put forward by professional historians especially - at least in our older 
universities - by some of the very individuals who devote more of their spare time than most looking at 
monuments and works of art'. 
57 -John White, 'Art History and Education', (University of Hull: University of Hull Publications, 1962): 8. 
58 -See Part Il, Chap. 1 , p.93 . 
59 -Kenneth Clark, 'Apologia of an Art historian', University of Edinburgh Journal, (Summer 1951): 232: 'In 
political or economic histOl:r the value of a document depends chiefly in its accuracy, and we can more or less 
assess this accuracy from i ~"ternal and external evidence. So we can easily devote our lives to studying the wool 
trade in the fourteenth century. In art history, this is not possible. The only reliable documents are the works of 
art themselves. Their interpretation is far more disputable and subjective than that of a manorial record.' 
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luxury' .60 Nor did he approve of the development of art history in some America,n universities, 
which took 'art history as an end to itself' and not as a means of 'increasing our understanding 
and so our love of art' . 61 Kenneth Clark refers to moral values, even if his analyses do not 
necessarily adopt an aesthetic method. Clark intended to follow Baudelaire's example in mixing 
historical and critical approaches, thus avoiding what he considered the extreme behaviour of 
iconology or connoisseurship. 
In the course of the Fifties his views on the teaching of art history in British universities 
seem to have changed slightly. In 1956, he remarked: 
It is significant that the Slade Professors 62 at Oxford and Cambridge were 
intended, in Ruskin's words, 'to make our English youth care somewhat for 
art' but not to talk about its history, since, in his opinion, this was 'in no wise 
directly connected with the studies which promote art-capacity and art 
judgment'. Because this view of rut history still survives, so that the velY word 
is to many people a distasteful neologism, whereas the word Kunstgeschichte 
was current in the time of Goethe, I think it might be valuable to sketch how 
the subject has developed in the last two centuries.63 
As regards rut education in schools, Herbert Read thought art should be introduced in all 
aspects of school life as 'the basis of education' . 64 This idea is not very far from that which 
Lazlo Moholy-Nagy introduced in New Vision. 65 Moholy-Nagy advised an integral sort of art 
teaching. This idea went against Clive Bell's rejection of art schools. Bell thought that since 'No 
master can make an artist [ ... ] Art schools must go', 66 and he expressed a similar attitude 
towards art historians when he wrote: 'as a rule, the last to feel aesthetic emotion is the historian 
of art' . 67 As regards art history as an academic subject, Read was far less of a nihilist. He was 
influenced by Ruskin's moralistic approach to art. In Education through Art, he acknowledges 
that, although one can question the use of art history in this day and age when concrete and 
practical education is sought, art history should be regarded as a necessary subject in that 'only 
in the fine arts do you get an adequate and definite embodiment of what might be called public 
60 -Ibid., p.233. 
61 -Ibid. 
if 
1~. 
" 
62 -See description of Slade Professorships, p.145. 
63 -Clark, 'The Study of art history ' , pp.223-238 . 
64 -Herbert Read, Education through Art, (London: Faber and Faber, 1943): 1. 
65 -Lazlo Moholy-Nagy ;4Yew Vision , (New York, 1932). 
66 -Clive Bell, Art, ed. by lP. Bullen, (Cambridge: C.U.P., 1914, rev . ed. 1987): 253-54. 
67 -Ibid. p.265 . 
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virtue' .68 The position of Herbert Read on art-historical education is not very different from that 
of Clark and Courtauld. The latter saw 'art as the most uniformly civilising influence which 
mankind has ever known [which] overleaps divisions and unites men in one-all embracing and 
disinterested and living pursuit'. 69 Just like Courtauld, Read thought art appreciation or 
'aesthetic education' could and should be taught as a unifying factor.70 This runs counter to 
Fritz Saxl' s opinion that art appreciation, unlike art history, cannot be taught,71 and it is the 
major difference between the approach to art-historical education of the British and the emigre 
scholars. 
Anthony Blunt was the only British scholar who adopted a more factual approach and 
whose views mirror the emigres' way of dealing with the issue. He tried to raise the status of 
and explain his subject in an Address to the Courtauld Institute,72 asserting that an art 
historian's work was to' 1) state what took place [ ... ], 2) say how it took place [ ... ], 3) say why it 
took place [ .. . ]', thus acknowledging Panofsky's iconological principles. 73 He also made clear 
that: 
In all the major German and Austrian universities, as well as in Paris and 
Rome, there have grown up great tradition in the subject, and their Art 
Historians are "professional" in a way in which Art Historians in England 
cannot possibly claim to be. I and many of my colleagues have never had a 
day's training in the subject, because when we were undergraduates there was 
nowhere in this country to get any training.74 
Blunt was also the scholar who tried to coordinate the different attempts, British or foreign, 
at introducing art history curricula in Britain in the sixties. In 1966, as Director of the COUltauld, 
he tried to establish a dialogue between all the British institutions where the history of art was 
68 -Courtauld, 'Presidential Address for the A.A.! ', p.261. 
69 -Ibid. , p.3. 
70 -Read, Education through Art, p.8; Read asserts that aesthetic education is fundamental to the general purpose 
of education, i.e. 'to fos~t the growth of what is individual in each human being, at the same time harmonizing 
the individuality thus eddted with the organic unity of the social group to which the individual belongs' . 
71 -Saxl , 'Why Art History', p.347: 'the large attendance at popular lectures on art history seems to prove that I 
am wrong in maintaining that the historian can do nothing to help people enjoy art. A poet, a brilliant writer 
might be able to do it, a preacher giving a sermon on Raphael's Sistine Madonna might - but the historian 
cannot achieve this, his task is to achieve historical facts.' 
72 -'Address by Professor A.F. Blunt to Convocation on Tuesday 13 October 1953 ', Warburg Institute Library, 
(unpublished, 1953) . 
73 -See Erwin Panofsky, {M:eaning in the Visual Arts', Studies in !conology, Humanistic Thell1es in the Art of 
the Renaissance, (Oxford: 1939): 31. 
74 -Ibid., p.42. 
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, being taught,75 In the Sixties, other articles on the subject were being written by British scholars. , 
They acknowledged that although art history was still a minor subject in British academic life, 
things were neve11heless improving,76 as will be shown below. 
c. The Contribution to Art Historical Education in Britain: Prewar and War 
Seminars at the Warburg Institute, the Influence of Emigre Freelancers 
In a 1934 reference letter for Peter Brieger, W.G. Constable wrote: 
On the general question of the contribution and influence of Gelman scholars, 
it is my experience that they have brought into the field of art history two 
particularly valid elements. On the research side there has been evolved in 
Germany systems and methods which have proved particularly fmitful; 77 and 
for English scholars to have direct contact with these is at once stimulating 
and valuable. On the teaching side, a development in German universities of 
the class and seminar system has enabled them to be of great help in 
developing these methods here,78 
This section will attempt to explore the contribution, "on the teaching side", of emigre art 
historians. 
Warburg Institute: Prewar and War seminars, Collaboration with British 
Scholars: 
If emigre art historians had an important role in setting up the Courtauld Institute syllabus, 
British scholars also influenced what was being done at the Warburg Institute. The lectures, 
courses and classes held at the Warburg Institute before and during the war show that Fritz Saxl 
was very aware of higher education issues. The Warburg Institute was a centre for advanced 
studies, but its authorities made sure that seminars complemented the series of lectures given 
each term. 
The Mediaeval Group, led by Belyl Smalley of Holloway College, was one of the seminars 
taking place at the Institute. Fritz Saxl wrote to its Chailman: 
I am very much interested in this kind of work, it is tme, and also think it is a 
good idea tJ assemble younger scholars to discuss their medieval studies. 
That is why I originally offered hospitality to this group at the Warburg 
75 -Wind Papers, Wind to Anthony Blunt, 28/0511966. 
76 -White, 'Art history and Education . .. ' , p.3 ; 'art history is a very minor element at every level of academic 
life, but all the signs arb~at its growth will be extremely rapid in the coming decade ' . 
77 -See Part 11, Chap. I . 
78 -Constable to the Secretary of the SPSL, 184/6, f.540, 11112/1934. 
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Institute.79 
More senior groups also existed. It was actually Roger Hinks, of the British Museum, who , 
suggested that a group of scholars of the younger generation, interested in studying the 
methodological interconnections between different sciences, should meet regularly at the 
Warburg Institute. 80 The purpose of this seminar was to coordinate different types of research; 
not only art historians, but also economists, mathematicians, psychiatrists, and political historians 
took part in it, as Saxl was trying to centre around the Institute a network of activities similar to 
German university seminars. 
In these examples, one can see that the initiative was often taken in the first place by British 
scholars. Saxl also tried to emulate other British attempts in education. He was very interested in 
the methods of teaching of some English establishments which he visited in order to gain more 
precise information. In 1935, he visited the Department of History of the University of 
Manchester. In a letter to Ernest Jacob, its Head of Department, Fritz Saxl expressed his wish 
that: 
Every historical school could endorse [your] maxim that what matters is real 
contact between the world of thought of the teachers and that of the students; 
that the task is to form a unit collaborating in one main subject [ ... ] I am 
discussing similar problems at present in relation to the education of the 
students of art and art history, and am trying to make good use of your 
example.81 
Saxl was thus adapting the teaching methods of the Warburg Institute to British examples, 
trying to find new ways in the collaboration between teachers and students. 
The Contribution of Emigre Freelancers: 
Pevsner and the Dip. A.D. 
Sir Nikolaus Pevsner is remembered at Cambridge for the popular weekly lectures he gave for 
more than twenty years, thus introducing art history to a very large audience. On the more 
institutionalised side of things, he should also be remembered for his advice to the Ministry of 
Education on the es~blishment of a new type of art course, the Diploma for Art and Design -
also called the "Dip. A.D" - in the English and Welsh art schools. Unlike many emigre art 
historians, Pevsner worked for five years in a non-academic setting when he first arrived in 
79 -Sax I to Smalley, Chairman of the Mediaeval group, Warburg Institute Private Archives, 1934-36 SCO-SE, 
1.1.16, 24/03/1936. ~t'~ 
80 -Warburg Institute to H.B. Acton, 27/1l11936, Warburg Institute Private Archives, 1937-38 K. 
81 -Fritz Saxl to E.F. Jacob, Warburg Institute Private Archives, Correspondence 1934-36, I-K, 1.1.9. 
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Britain. The practical knowledge he acquired during his work outside academia in the 1930s 
, 
inspired his later ideas on education. 
As stated above, Pevsner openly criticised the lack of interest in art-historical education at 
university leve1.82 In the early 1950s, he suggested that art history should be part of all major 
arts subjects.83 This must be the reason why he persuaded the Cambridge History Faculty to 
appoint him as lecturer, and played no part in promoting the history of art Tripos in that 
university. He became a member of the Faculty of HistolY and gave weekly lectures there which 
were extremely popular, although not based on a stage-by-stage course structure.84 
However, Pevsner later helped greatly in introducing a logical series of courses in Design 
History in Great Britain. The various criticisms of the lack of art history teaching triggered off 
the "Coldstream Report", a survey on the teaching of the arts commissioned from the painter 
Sir William Coldstream (1908-1987) by the Ministry of Education in 1960. For the purposes of 
this report, Pevsner was made Chairman of the History of Art and Complementary Studies 
Board. 
Clauses 25 (on the history of art) and 26 (on Complementary Studies) of the Coldstream 
Report show Pevsner's influence. The former clause specifies that in addition to a core course in 
art history for all students of design, there should also be a specialisation course orientated 
towards the student's major subject. 85 These courses were to be taught only by specialists. The 
latter clause recommends the study of a subject other than design, which should be theoretically 
rather than practically orientated. 
Nikolaus Pevsner and lennifer Montagu were later asked to check whether the Dip. A.D. 
was being well implemented. However, Pevsner resigned from his position as chairman of the 
history of art and Complementary Studies Board in 1966, disagreeing with the way this degree 
was being taught, especially as regards architectural design. In order to improve its teaching, he 
advised the organisation of special training courses in teaching for art historians to be better 
equipped for this course. 86 According to Philip Barlow, director of the Birmingham Institute of 
Art and Design at1he time of the controversy, Pevsner thought that teaching the history of 
82 -See p.150-51 . 
83 -See Pevsner, 'Art Education?', p.735. Art history should be 'as a subject for small numbers of faculty 
lectures in close relation to the work of these faculties' . 
84 -This was the late Michael Jaffe's point of view on Pevsner's series of lectures. Letter to the present writer, 
7/04/1996 . 
85 -The Coldstreal1l Re/fiJrt (London : Ministry of Education, 1961). 
86 -Philip Bal'low, Birmingham Institute of Art and Design, to the present writer (12/02/1995); 'He asked me to 
organise a series of courses to equip art historians to teach it ' (i.e. the history of design) . 
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was being well implemented. However, Pevsner resigned from his position as chairman of the 
history of art and Complementary Studies Board in 1966, disagreeing with the way this degree 
was being taught, especially as regards architectural design. In order to improve its teaching, he 
advised the organisation of special training courses in teaching for art historians to be better 
equipped for this course .. 86 According to Phi lip Barlow, director of the Birmingham Institute of 
If. 
Art and Design at the :t ime of the controversy, Pevsner thought that teaching the history of 
82 -See p. J 50-51. 
83 -See Pevsner, 'Art Education?' , p.735. Art history should be 'as a subject for small numbers of faculty 
lectures in close relation to the work of these faculties' . 
84 -This was the late Michael Jaffe's point of view on Pevsner' s series of lectures. Letter to the present writer, 
7/04/1996. '.t;  
85 -The ColdstrealJl Report (London: Ministry of Education, 1961). 
86 -Philip Bm-Iow, Birmingham Institute of Art and Design, to the present writer (12/02/1995); 'He asked me to 
organise a series of courses to equip art historians to teach it' (i.e. the history of design). 
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design was impossible because of a lack of relevant literature published in English.87 
The Dip. A.D. created a new interest in art teaching and the study of art history. This 
, 
degree was integrated into new stmctures within English and Welsh art schools. Sometimes, the 
new universities, such as the University of East Anglia or the Open University, used this new 
interest in art history to create departments of mt history which did not exist in older institutions, 
thus adjusting to the needs of students who were not catered for elsewhere. Art history had 
become a profitable subject which could enhance the standing of new institutions. These new alt 
history departments were, therefore, a new - if late - haven for emigre art historians. This was 
another of Pevsner's contributions to art history.88 
'A Fresh Wind Blows Everybody Good':89 The Role of Edgar Wind in Oxford 
Edgar Wind, who had had a major role in the transfer of the Warburg Institute to London in 
1933,90 settled in Oxford in 1955 after sixteen years of teaching and research in U.S. 
institutions. Before he arrived in Britain as an exile, Edgar Wind was already well acquainted 
with Oxford scholars. In the winter of 1930/31, during the Hamburg conference on England 
und die Antike,91 Edgm' Wind met several Oxford scholars, among whom were Ernest Jacob and 
Sir Richard Livingstone. 92 Sir Richard, President of Corpus Christi College, was to have an 
important role in the negotiations for the transfer of the Warburg Library to London. 93 On his 
first visit to England on behalf of the Bibliothek Warburg, Edgar Wind met again with Ernest 
Jacob, later to become lecturer and Professor in Mediaeval and Modern History at All Souls 
College. 
In 1933, through Sir Richard and Ernest Jacob, Edgar Wind met Maurice Bowra, later 
Vice-Chancellor of the University of Oxford. It was through Bowra's determination that a chair 
of art history was finally estabhshed in 1955. 
Jean Seznec, whom Wind had previously met in France and Italy, was also at Oxford in 
87 -Ibid. 
88 -Pevsner had been instrumental in placing many scholars, such as Ettlinger (see p.169) or, in 1954, in 
backing the application ~f Carmen Gronau, his former student at Gottingen, for a senior teaching post at the 
Fine Art Department oftllasgow University; but in order to stay at Sotheby' s, she declined this invitation . See 
Frank Herrmann, Sotheby's: Portrait of an Auction House, (London : Chatto & Wind us, 1980): 328. 
89 -As written by Bill Byrom commenting on Edgar Wind 's lecturing skills in 'Wind', lsis (l4 Nov . 1962): 5. 
90 -See Buschendorf, 'Auf dem Weg nach England: Edgar Wind und die Emigration del' Bibliothek Warburg' , 
p.85-l28 . 
91 -See Part I, Chap. 3. 
92 -Edgar Wind met several British scholars in London in the late 1920' s. For further details on Wind ' s earlier 
English connections, parr.tr, Chap. 3. 
93 -Margaret Wind to John Simmons, formerly Acting Librarian of All Souls' College, I 2/02/l 986, Wind 
Papers. This letter explains in greater details the relationships between Edgar Wind and Oxford scholars. 
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the 1950's, indeed, he was at All Souls College where the Chichele lectureship, to w.hich Edgar 
Wind was invited in 1954, had been established. Another fellow of All Souls, the philosopher 
; 
and political theorist Sir Isaiah Berlin, was influential in bringing Edgar Wind over for the 
Chichele Lectures. 
In 1954, Edgar Wind signed a contract with Faber and Faber for the publication of Pagan 
Mysteries in the Renaissance, thus forging another strong connection with All Souls' scholars. 
Sir Geoffrey Faber, chairman of the publishing house Faber and Faber, was also from All Souls, 
as was Charles Monteith, an active member of his staff. 
In the U.S., Edgar Wind had taught philosophy at the University of North Carolina from 
1925 to 1927, and had spoken at a number of philosophical meetings. He went again in 1939 
while on term's leave from the Warburg Institute, and was caught there at the outbreak of the 
War. His lectures in New York and elsewhere stimulated great interest through his 
interdisciplinary approach to art, and he continued to work closely with the Institute in 
formalising its final settlement in the University of London. When this was achieved in 1944, he 
immediately resigned from his tenured professorship at the University of Chicago so that he 
could return to London. He had just been invited to be Neilson Research Professor at Smith 
College, Massachusetts, a chair founded to give scholars the opportunity to come into residence 
without being prescribed pmticular duties. 
After the conflict with Saxl over the encyclopaedical project and his subsequent resignation 
~ 
from the Warburg Institute,94 Wind remained at Smith College and then as Professor of 
Philosophy and of Art until 1955. In Oxford, as Chichele Lecturer, Wind had to give a course of 
four lectures, in the Michaelmas term, on a history-related subject. He decided to lecture on 'Art 
and Scholarship under lulius II', a subject which corresponded to the requirements of the 
Chichele lectureship in so far as it was connected with the subject of history. His talents 
immediately dazzled his Oxford audiences. 
When the Chair in the history of art was founded in 1955 in the University of Oxford, 
Edgar Wind became its fi.rst holder, and a Fellow of Trinity College. There was thus a chair, but 
f.' 
no faculty of art histoly, :a.nd Wind lectured for the Renaissance Special Subject in the B.Phil. in 
History. He was also co-opted as a member of the Committee for the history of art, created in 
1941, and responsible for the administration of the Ruskin School of Drawing, as well as for the 
supervision of graduate instruction and degrees. 
In 1956, the four PI~ofessors who held a chair in art-related subjects issued a statement on 
~ 
teaching and research in relation to the Ashmolean Museum. They made it clear that the museum 
94 -See Part II, Chap. 1. 
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facilities were not adequate for academic purposes, and asked for more collaboration between 
. 
academic and museum staff. These two aspects were strongly encouraged by Edgar Wind 
during his Oxford career. 
Before the creation of the Department of history of art in 1961, the idea of creating a 
Diploma in art history had arisen. However, it took a long time and much effort for this idea to 
come to fruition. The main reasons for these difficulties were material. A letter to Bernard 
Ashmole shows the difficulties Edgar Wind came face to face with when he took up the chair in 
the history of art. In 1960, he wrote: 
In the history of art our needs are, indeed, quite desperate because, as you 
know, the Chair was not established until 1955, and when I arrived in the 
autumn of that year, the University was not in possession of any collection of 
photographs or of slides in that field. We had to start from the very beginning. 
As far as books are concerned, the Fine Art Library in the Ashmolean has 
been confined on the whole to the needs of a museum. While books 
concerning problems of connoisseurship have been collected with care, books 
concerning iconography are almost completely lacking.95 
Edgar Wind thought it most necessary to expand the resources of the library and build up 
a sound collection of photographs and slides. 
The Diploma in art history at Oxford was either a one or a two-year graduate course, 
depending on the requirements of the Committee in the History of Art. A good B .A. from 
Oxford or elsewhere was required to enrol for the course. The committee selected candidates 
with a special aptitude for or qualification in the study of art history. Students were awarded a 
Diploma in the history of art on the successful completion of a written and an oral examination. 
Edgar Wind wanted the standard of this diploma in Western art to be high, even if he realised 
that very few students would be prepared to apply the amount of work the diploma required.96 
The Diploma was taught by two emigre art historians, Edgar Wind and Otto Pacht, Senior 
Lecturer in Mediaeval Art. The other participants belonged to various faculties. They agreed to 
serve as occasional supervisors to advanced students in the history of art in more than ten 
subjects.97 But the b~~inning of the 1960s a D.lit. and a B.lit. 98 were introduced, making the 
Diploma in the history of art obsolete. 
In his Inaugural Lecture, The Fallacy of Pure Art, Edgar Wind said: 'our pictorial 
documents enter in the study of history as vital documents and I hope that in Oxford the histOlY 
95 -Edgar Wind to Bernard Ashmole, 27/0111960, Wind Papers. 
96 -Edgar Wind to the Reg1strar, 31/06/1958, Wind Papers. 
97 -See Appendices, pp.266. 
98 -These degrees were retitled "M.Lit." in 1979. 
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of art would not be studied as an independent discipline parallel to other disciplines.' 99 Wind 
was looking for an interdisciplinary approach to art history, collaborating with scholars from 
, 
many different fields in the humanities. He put into practice what former Slade Professor R. 
Gleadowe had advised but never achieved. lOO In addition to the Diploma supervisors, Edgar 
Wind also gave joint lectures on Renaissance medals with Carol Sutherland, on some 
Renaissance poems and their visual counterparts with John SPalTOW, on aesthetics with Stewart 
Hampshire, and on French ali with Austin Gill. 
Although Wind was a member of the Faculty of Modern History, he was in close contact 
with the language faculties and particularly with French studies through his work with Jean 
Seznec and Austin Gill. The latter recalls: 
One of my most memorable experiences of teaching at Oxford was the 
graduate class that Edgar Wind and I held in Hilary Term 1963, on Manet and 
Mallalme [ .. . ] I already knew my colleague's brilliant gifts as a teacher since I 
was a regular attender at his public lectures. There, and also in reading the 
Pagan Mysteries, I had formed some idea of the extent and quality of his 
scholarship in his own wide domain of knowledge. What I had not expected 
was that he would be so much at home in my subject too. He moved in French 
culture with the discrimination of a connoisseur, a searching curiosity and a 
kind of intimacy. He spoke French not simply well and fluently, but as one 
who learned the language as a child and never ceased using it. lOl 
As early as 1956, Edgar Wind had suggested the publication of a lecture list including any 
course relevant to art-historical studies. It comprised lectures in classics, archaeology, mediaeval 
and modern art, history, English literature, modern languages and literature, philosophy and 
aesthetics, which were given in differents faculties. Drawing and language courses were also 
highly recommended. For instance, Diploma students were strongly urged to use the facilities of 
the Ruskin School. 
Edgar Wind's lectures were as multi-disciplinary as the courses he set up. They ranged 
from aesthetics to twentieth-century art, and were attended by both graduates and 
undergraduates. This r~ected the need for art history at a time when only graduate courses were 
" 
available. His lectures were so popular that many people had to be turned away: Wind lectured 
99 -Edgar Wind ' s Inaugural Lecture, 'The Fallacy of Pure Art', p. 17, 1st November 1957, unpublished, the Wind 
Papers. 
100 -Gleadowe, 'Oxford University and the Fine Arts', p.7; 'Outside the independent study of Art for which a 
diploma scheme provides I can, in my innocence, see no reason why, in the near future, the history and the 
criticism of art should not dtore more and more in the schedules of subjects for your existing schools'. 
101 -Letter included in Mrs Wind ' s 'Various matters concerning the Chair, the Department and the teaching of 
the history of art, 1955-1967' , pp.7 -8, the Wind Papers. 
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to audiences of up to 1,000 in the Playhouse. An Oxford paper reported: 'Bulldogs Guard Top 
. 
Lecture' .102 Many gatecrashers at the lectures were actually non-university members attracted 
by Edgar Wind's reputation. 
Wind was so busy with the Faculty affairs and his publications that he had to decline most 
invitations to lecture. However, he accepted the invitations of the Royal Institution, the British 
Academy, and Cambridge University (to give the Rede Lecture) and delivered the Reith Lectures 
for the BBC in 1960. These were published as Art and Anarchy, a series of essays on the 
changing picture of the arts. They caused much discussion, mainly because Wind rejected 
Hegel's prophecy that in a scientific age, alt would become and remain a thing of the past. 
Edgar Wind retired in 1967. He left behind him a collection of 20,000 slides and 30,000 
photographs, an 'iconographical library' and, last but not least, a Diploma, a B.lit. and a D.lit. in 
the history of art. Art history was then recognised as one of the most challenging subjects in the 
humanities in Oxford. In his Inaugural Lecture as Chichele Professor of Modern History in 
1961 , Richard William Southern, had noticed that in Oxford, 'the greatest developments in 
historical thought have been on the periphery of the Old Syllabus'. 103 In 1962, in his inaugural 
lecture delivered before the University of Oxford, 104 Charles Martin Robertson, the poet and 
classicist who was then Lincoln Professor of Classical Archaeology and Art, observed that 'It 
needed time and controversy to establish the new Chair in the history of art', one of the subjects 
he considered useful to the understanding of history as a whole. 
Other Initiatives: Leopold Ettlinger at Reading and London and Hans Hess at the 
University of Sussex 
Edgar Wind and Sir Nikolaus Pevsner were not the only emigre art historians to set up 
departments or programmes in art history. Leopold Ettlinger and Hans Hess also had a major 
impact on the structure of art-historical education in the Universities of Reading, London, and 
Sussex. 
Leopold Ettlinger had a very different career profile from that of Wind or Pevsner. Having 
just obtained his D.PWl in art history from the University of Halle, it was very difficult for him 
y 
to find ajob when he arrived in England in JanualY 1938. 
102 -Anon ., 'Wind' , Cherwell: the OJ.jord University Newspaper (28 Feb. 1959). 
103 -Anon ., 'Wind ', The O!rford Magazine. (9 Nov. 1961). 
104 -Charles Robertson, Between Archaeology and Art History: Inaugural Lecture delivered before the 
University of0J.jord on 15 Novel11ber'l962, (Oxford : Clarendon Press, 1963): 69. 
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What helped him keep in touch with art history was the fact that he stuck to education. IOS 
. 
He was first employed in Harwich, from 1938 to 1940, as Senior Master in a camp organised by 
the Movement for the Care of Children in Germany. 1 06 In February 1940, he was offered a 
similar position in the private house of a Quaker family which was taking care of seven refugee 
children in Birmingham. There, he had time to undeltake some research. After his internment, he 
and his wife worked for the University Library of Birmingham. Shortly afterwards, Ettlinger 
found a new position as Assistant Master at the King Edward's School, still in Birmingham, 
where he taught one hour of art history per week. A letter to a friend reveals that he liked his job 
but missed art history very much. He had the impression he taught everything but his own 
discipline as he wrote to a friend: 
Ich bin Pauker geworden! [ ... ] leh unterrichte nattirlich Deutsch- und 
nattirlich nicht Kunstgeschichte ausser gelegentlichen Vortragen flir die 
topform [ ... ] Ausserdem unterrichte ich- und hier darfst Du lachen-
Geography [sic], und schliesslich Englisch, in der Tat Englisch [ ... ] 
Ausserdem bin ich Klassenlehrer, studiere gelegentlich ein Theatersttick ein 
und bin im grossen und ganzen gem an der Schule - nur ich bin eben nicht 
Kunsthistoriker. I07 
However, this position later enabled him to teach an art history summer course for the 
"Workers Education Association" and to publish articles on art history with the help of 
Nikolaus Pevsner.108 
Ettlinger was also helped by Saxl in obtaining a job as Curator of the Photography 
Department of the Warburg Institute in 1948 .1 09 He doubled this job with a part-time 
lectureship at the University of Reading. In 1956, he was appointed as lecturer at the Warburg 
Institute. He was also Duming Lawrence Professor for art history at the Slade School of Fine 
Art from 1956 to 1970. In 1965, this chair was separated from the Slade. IIO This involved 
105 -However, it is not what he initially intended to do. In a letter to his friend Fritz Karl Danneel in June 1946 
he wrote: 'Geschickt wurde ich fUr BUro-arbeit. Aber am zweiten oder dritten Tag fing ich an zu untelTichten und 
habe mich dann allmahlich*"um "Senior Master" [ ... ] heraufgearbeitet.' Personal Papers of Leopold Ettlinger, 
Warburg Institute private ai~hives. 
106 -A short essay relating this experience is kept in the Personal Papers of Leopold Ettlinger, Warburg Institute 
private archives. 
107 -Personal Papers of Leopold Ettlinger, Warburg Institute Private Archives, letter to Fritz Karl Danneel, June 
1946. 
108 -Ibid.: 'sehr aktiv ist auch Pevsner. Er hat eine paar sehr gute BUcher geschrieben [ ... ]Ich habe ihm allerlei 
zu verdanken, er hat mir Sachen verOffentlicht etc.' 
109 -Between 1935 and 193~Leopold Ettlinger had helped Herbert Koch, his supervisor, in the reorganisation of 
the Photographic Department of the Archaeological Museum in Halle. 
110 -Joseph Trapp, 'Leopold Ettlinger', Burl. Mag., vo1.l31, n° 1041, (1989) : 851-2. 
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Ettlinger in the teaching of art history in London. From 1965 to 1970, he took a leading part in 
. 
the creation of art history degrees at Birkbeck - where he continued the work of Pevsner -, 
University College and Westfield. But the increasing difficulties in getting money for staff and 
books encouraged him to take up the chairmanship of the Department of History of Art at 
UCLA. in 1970. 
As for Hans Hess, the circumstances which led him to switch career from Museum 
Curator in York to Lecturer in the History and the Theory of Art at the University of Sussex are 
directly connected with his exile. Hess was always conscious that, because of prewar unrest, he 
had never been able to graduate. 1 11 Following the publication of two books on George Grosz, 
he wanted to strike out anew, and took advantage of the status arising from his newly awarded 
O.B.E. and M.A. from the University of Sussex, to win an appointment as Lecturer in 1967. 
He was helped in getting this University appointment by Quentin Bell, who had applied to 
him when he decided to try for a Masters Degree. When Bell left the University of Leeds and 
went to Sussex, he was in a peculiar position, having been given a sabbatical year, but at the same 
time having obligations vis-a-vis his fOlthcoming employer. At the same time, Hess asked him to 
find a job at Sussex. He was to go straight to that University and undertake what would have 
been Bell's duties, while the latter was fully occupied by the work which kept him busy 
throughout the sabbatical year. Hess was at the University of Sussex for eight years and his 
chief task was the introduction of art history. He did it, practically-speaking, single-handed. ll2 
Bell describes him as: 
enormously energetic , full of ideas and arguments and with a talent for 
administration, he replaced me velY completely, leaving me nothing to do when 
I did come to the University but teaching and research. This in fact, was what I 
hoped he would do and I was velY pleased with his work.ll3 
The first part of this chapter has shown how little-developed academic art history was in 
Great Britain before the 1930s. The second section demonstrates how British art historians 
acknowledged a need1br a discipline taught according to "German principles", while remaining 
attached to a British aesthetical tradition. The last section gave instances of the concrete work of 
art historians in setting up art history departments and visual training in Britain, and 
111 -Having gone into his father's shoe trade, Hans Hess had never had a formal training in the history of art. In 
Paris and Geneva, his first two cities of exile, Hess attended courses in philosophy but had to work in advertising 
to make a living. ' $li' 
112 -See Quentin Bell, 'Obituary: Hans Hess ' , The Times, (31 Jan .1975). 
113 -Personal communication with Quentin Bell, 11 June 1996. 
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collaborating with British colleagues. In conclusion, one could say that there was a substantial 
. 
difference in Britain before and after World War II as far as art education is concerned, and that 
this difference was mostly due to the influence of emigre art historians. Wheh Reginald 
Gleadowe gave his Inaugural Slade Lecture in Oxford in 1928 on the study of the fine arts, he 
wrote: 'Even as I harden my heart and banish my hope, I seem to be aware of a spirit abroad 
which before long is destined to bring mighty things to pass' .114 This was indeed a prophetic 
thought. 
114 -Gleadowe, pA. 
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2. The Impact of Emigre Art Historians in British Museums and Museology 
, 
The world of education, with its severe post-war needs, was far easier to penetrate than the' gilded 
Iron Curtain of the British museum world. In the nineteenth century, two Germans had been 
very influential at the National Gallery. Ralph Wornum had written its first scholarly catalogue, 
and his friend , Otto MOndler, later became its very dynamic travelling agent. I In the twentieth 
century, as only civil servants and therefore British subjects were allowed to work in museums 
as a result of the Aliens Act of 1914, it was difficult for emigres to leave any imprint at all in 
museums before or during the war. Just as in America, where emigre scholars had been made 
feel unwanted in the museum sphere, 2 few were the exiled art historians in Britain who were, in 
spite of their experience, made welcome in that world. Nevertheless, refugees in the V.S. 
sometimes had the opportunity of holding simultaneously a teaching and a curatorial post, as 
museums and institutions of higher learning had more of a working partnership than in Britain. 3 
From 1945/46, most emigres became British nationals and were at last legally allowed to work in 
such institutions. But the competition was fierce, and it seems that the world of museums 
remained almost exclusively British. Nonetheless, some very noticeable changes were achieved 
by emigre art historians in under-developed fields, and it is these individual contributions which 
will be the object of this chapter. 
Among the art historians who remained in Britain after the war Kurt Badt,4 William 
Cohn,5 Leopold Ettlinger,6 Wolfgang Herrmann,7 Edith Hoffmann, Hilde Kurz,8 and Edmund 
Schilling,9 had to leave Central Europe while still working as curators or as volunteers in 
museums. None of these people found permanent employment in museums before the war, in 
1 -See Jaynie Anderson, 'Otto MUndler', The Dictionary of Art vo!. 22, (London: Macmillan, 1996): 296. 
2 -It was easier for them to find employme~t in academia. In the V.S ., Otto Benesch, Gustav Gli.ick and Ernst 
Kris did not readily find employment in major American museums where, according to Eisler, the Jews were 
'rarely welcomed' . See Eisler, 'Kunstgeschichte American Style', p.590. 
3 -This was the case for Julius Bier at Louisville, and Wolfgang Stechow at Oberlin. See Michels, K., Transfer 
and Transformation', p.3 11 . ;if 
4 -See Wendland, p.27. Badt J6rked for the Bremer Kunsthalfe after graduation. 
5 -Ibid., p.1 12. Cohn, after having been asked to resign from his position as Curator of the Department of East 
Asian Art at the Volkerkundemuseum der Staatlichen Museen in Berlin, worked under the protection of Otto 
KUmmel as Secretary of the Society of East Asian Art in Museums. 
6 -Ibid., p.150. Ettlinger worked for the Archiiologische Museum der Universitiit Halfe. 
7 -Candida Smith, tape nom, side one, 9/0211990: Wolfgang Herrmann was from 1927 to 1933 Keeper of the 
Print and Drawing collection of the Staatliche Kunstbibliothek in Berlin. 
8 -Wendland, pp.350 & 435. Hofi'mann and Kurz both worked as volunteers, the former for the Collection of 
Drawings of Veste Coburg, the latter for the Collection of Drawings of the Albertina. 
9 -Wendland, p.628. Schilling worked from 1919 to 1937 as Assistant Director of the Stiidelsches Kunstinstitut 
in Frankfurt. 
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spite of their previous achievements. The lucky few who were allowed to enter this ,ivory tower, 
even on a temporary basis, often had to do so by the back door, either owing to a personal 
, 
invitation due to their reputation, as in the cases of Otto Benesch, 10 Nikolaus Pevsner ll and 
lohannes Wilde,12 or by working as temporalY employees on special projects, like Alma Wittlin, 
who did some experiments on the use of museums. 13 Among the younger generation, those 
supported by the Warburg Institute had a better chance of finding some employment in the 
British Museum: Otto Pacht was hired as adviser for the reorganisation of the National Gallery 
in Dublin, after having completed a handlist of illuminated manuscripts at the British Museum, 14 
and Edith Hoffmann worked for four years at the British Museum. ls Ludwig Mtinz, who 
worked in the Antiquities Department of the Kunstgewerbemuseum in Vienna, only found a job 
in Austria after his remigration in 1947.16 Once the emigres had acquired British nationality 
they could, like William Cohn 17 in the British Museum, expect some more permanent 
employment within the museum arena. This must have been a relief, as on the Continent, access 
to museums was often a complementary position for art historians working in other fields, such 
as education, for instance. 18 
Art historians like Friedrich Antal, Fritz Grossmann, Klaus Hinrichsen, Charlotte Loose, 
Nikolaus Pevsner, Grete Ring, and Alfred Scharf, had once worked in museums on the 
Continent, as volunteers, or full-time employees, but did not find any position in British 
museums. The situation was easier for bi-nationals such as Yvonne Hackenbroch who was 
Department Assistant in British and Medieval Antiquities at the British Museum from 1936 to 
1945. Some, like Ludwig Burchard and Otto Frohlich, preserved their freelance positions as art 
dealers while working only intermittently for museums. 
10 -Wendland, p.42. After being unemployed for a year from 1939 to 1940, Benesch was appointed as research 
fellow to catalogue the drawings of the Fitzwilliam Museum, until he was sent to a camp on the Isle of Man. 
Needless to say, his wife Eva Benesch, who had also worked at the Albertina before emigrating, was not made 
such an offer. 
11 -SPSL 191/2, f.8 . In 19p5, Pevsner was on a shortlist for the directorship of the National Gallery ofIreland. 
12 -In 1939, Wilde was in ~'lted to do research both at the National Gallery and at the British Museum. See 
Wendland, p.772. 
13 -See pp.I72-73 . 
14 -SPSL 190/5, f.519. 
15 -Wend land, p.350. 
16 -Wend land, p.485. 
17 -William Cohn was hired as temporary Assistant Keeper by the British Museum in 1945. He left London for 
Oxford the following year. '--i;,~ 
18 -Ettlinger points out that 'Vienna developed a tradition [ .. . ] which took the teachers from the ranks of 
museum officials.' Preface to 'Wien und die Entwicklung der Kunsthistorischen Methode', Proceedings of xxv 
International Congress of Art History, 4-10 Sept. 1983, p.7. 
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a. The "Art of Visual Education" 19 
, 
The desire to promote a more educational type of museology is a logical transition from the 
emigres' interest in art historical education, and what happened in wartime brought to the fore 
the knowledge of emigre art historians. 
With the declaration of the national emergency on 24 August 1939, the British Museum 
and many other museums were closed to the public. Later, some galleries of the British Museum 
reopened, but the exhibitions arranged were a departure from the Museum's former policy of 
outstanding quality exhibitions. Instead, they drew from the Museum's great stores of second 
quality. In 1940, the Prehistoric Room housed an exhibition in the Museum 'designed not only 
for the instmction and the enteltainment of wmtime visitors, but also as a possible sacrifice to the 
perils of war' .20 This institution adapted itself to wartime, using exhibits 'of slight intrinsic 
value' and photographs. 
But it was the Warburg Institute next door which made the most of its photographic 
facilities to set up memorable touring exhibitions. 21 During the war, two sections of the British 
Museum Library were seriously damaged during the air-raids on London. The number of books 
on art and architecture lost was as considerable as it was ilTeplaceable, especially for exhibition 
catalogues of the 19th and 20th centuries. 22 The Warburg Institute situated next door became an 
ideal place for students and scholars alike as well as for art exhibitions. As noted in the 
preceding chapter, members of the British Museum such as Roger Hinks or its former Director 
George Hill, also took great advantage of the human- or book-resources of the Institute. 23 
However, if this new bibliophilic source compensated for the losses of the war, it had largely 
specialised in fields other than those on which the British Museum Library focused. 
From 1939 to 1944, the Warburg Institute organised a yearly exhibition with the intention 
of attracting a lm'ge following. Its members' aim was to focus, during waltime, on public activity 
rather than on their own private research.24 The project was aided by the fact that mt collections 
, /J' 
had been dispersed t6 the provinces because of constant bombing. 
The 'British Art and the Mediterranean' and the 'Portrait and Painters' exhibitions were 
19-5eep.171. 
20 -British Museum Quarterly, vo!. xiv, nO l, (1939-40) : 16-17, 
21 -In wartime, touring exhibitions became popular and a good way for governmental bodies such as the 
Ministry of Information or the Board of Education to promote the national effort. 
22 -British Museum Qu{JFle rly, vol xv, (1941-1950) : 9-11. 
23 -See George Hill's testimonial of the public value of the Warburg after the internment of H, Meier and 0, 
Fein , Box HI-K 3.1.5,: COlTespondence 1939-41, Warburg Institute Private Archives, 10/0611940, 
24 -As stated in Warburg Institute Annual Report, 1944-45. 
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coordinated by the The Council for the Encouragement of Music and the Arts (CEMA).2S 
Others, such as the Donatello exhibition, the 'Visual Approach to the teaching of the Classics' 
exhibition, the Indian Art exhibition, and that on the Stuart period, were made possible by the 
Ministry of Education. 
The central policy of the CEMA was: 
to maintain the highest possible standard in [our] national ruts of music, drama 
and painting at a time when these things are threatened and when, too, they 
may mean more in the life of the countly then they have ever meant before.26 
The exhibitions organised by the Warburg Institute as part of the CEMA project were 
slightly different from those organised directly by the Council for the Encouragement of Music 
and the Arts. They did not appeal primarily to the aesthetic sense of the viewers. Instead, they 
were strongly educational in spirit. 
These wrutime exhibitions first took place in London, either at the Warburg Institute or, in 
the case of 'Portraits and Character', at the National Gallery.27 They then toured England and 
went to provincial institutions free of charge.28 Most of the institutions welcoming these 
exhibitions were schools, which aimed essentially to arouse an interest in the arts in their own 
students.29 
The main characteristic of these exhibitions was that they were based on quality 
photographs, mostly from the Photographic Department of the Institute.3D The Donatello 
exhibition organised in the Lent term of 1939 was based on the private property of Jeno Llnyi. 
It featured many aspects of Donatello's work which might normally escape notice, taken from 
points of view which were inaccessible without the use of ladders. This attention to detail was 
praised by Anthony Blunt who wrote that 'the close-ups make it possible to see symbols casting 
25 -The CEMA organised many itinerant exhibitions (,War Pictures by British Artists ' being the most famous 
one) which were sent to regional museums at intervals of approximately two months . 
26 -Anon ., What is C.E.M.A ?, (London: CEMA, 1941): 2-3. 
27 -This exhibition was arr,»nged by Kenneth Clark, then Keeper of the National Gallery. 
28 -The institutions which borrowed the exhibition were only asked to pay for transport, see Warburg Institute 
Private Archives, 1941-50, Loan of Exhibition, 4.16. 
29 -See letter from B.L. Hallward, Headmaster of Clifton College, Erdiston, 31/0511943: 'I particularly wish to 
express our deepest gratitude for the loan of the Warburg Exhibition of Greek Sculpture and Painting. The 
Exhibition made a profound impression in the School. The photographs are magnificent, and the grouping 
arrangement very interesting', Warburg Institute Private Archives, 1941-50, Loan of Exhibition, 4 .16. 
3D -The Photographic Department of the Warburg Institute played another important role in wartime. Its 
photographer, Otto Fein, w<l» commissioned to help the newly created National Building Records make a 
photographic survey of Lontlin under the Blitz. From 1942, he was helped by Wittkower, who worked primarily 
on classical architecture in London, and by Helmut Gernsheim who was specially hired for this task from 1942-
45, see Warburg Institute Annual Report 1944-45, p.7. For another example of the important role of 
photography in the promotion of art, see the work of emigre publishers, Part Ill, Chap. 3. 
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light on the overall meaning of sculpture groups' . 31 As these exhibitions developed, the use of 
t 
photography became the only possible means of setting up innovative as well as fairly cheap 
, 
exhibits. It was in fact a foreign technique; similar displays of photographs and newspaper 
cuttings were used by the Free German League of Culture and an anti-Nazi English committee 
for its Allies Inside Germany Exhibition held in the Summer of 1942,32 Herbert Read even 
thought that the abnormal difficulties generated by the war had 'created a new technique, a new 
science, even a new art', which he dubbed ' the art of visual education' 33. This "new art" which 
gave full scope to the image, was indeed very dear to Saxl who, as a disciple of Aby Warburg 
and his Mnemosyne, believed in the power of images to say it all. Incidentally, after Saxl's death, 
a visual obituary exhibition, along the lines of the wartime ones, was organised at the Warburg 
Institute. 
Herbert Read was more critical of the 1943 exhibition "Portraits and Characters". This 
exhibition, with a distinctive didactic approach, was divided into four different sections : 1) the 
Task of the POltrait Painter, 2) the Character expressed in the Face and the Hands, 3) the Artist's 
Style and the Character of the Sitter, and 4) the Social and Intellectual Background of the Sitter. 
Along with other commentators, Herbelt Read found this exhibition over-educational and wished 
that a more appreciative approach had been considered. In a concluding paragraph to his review 
in The Listener, he wrote: 
Let us recognise a danger in this demand [for visual education] - the danger 
that the portrait is judged for its documentary rather than its artistic interest. I 
would like to add one more screen to this exhibition: the portrait as a work of 
art. On it I might put many of the portraits which already appear on the other 
screens [ ... ] but for label only : "Look and enjoy",34 
'British Art and the Mediterranean', an exhibition organised in 1941, was described in the 
British papers as one of the most important visual aids to art history yet prepared . This 
exhibition was prompted by the success of 'Visual Approach to the Teaching of the Classics ' , 
an exhibition organis,.d in 1939. This exhibition actually had a very direct influence on the 
teaching of Classics J~ England. Indeed, the Board of Classical Teachers of the Institute of 
Education suggested that the Warburg Institute produce pictures for use in Classical teaching. 
This led to an inquiry into the needs of Classical teachers in Britain. Once again, it appeared that 
the greatest gap was felt 'in the lack of large pictures, good smaller ones, and antiques, and also 
31 -See Anthony Blunt, ' 'PIa~ Donatello Canon ' , The Spectator, (7 Apr. 1939): 593. 
32 -Jutta Vinzent, 'Patterns of Emigration' , in 'Unity in Diversity .. .' 
33 -Herbert Read, 'English Art and the Mediterranean', The Listener, (18 Dec.1941): 819. 
34 -Herbert Read, 'The Art of the Portrait', The Listener, (11 March 1943): 299. 
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for an agency for models in England' . 35 The Warburg Institute enabled them, 'not merely to 
find out what was wanted but also to supply the need'.36 
The pamphlet written by Anthony Blunt, which was distributed at what came to be called 
the 'Greek Exhibition', made this educational concern very clear. In it, Blunt wrote that: 
'Thorough mastery of the classical languages will in the future be the privilege of the few [ ... ] 
The only way which seems to remain open [to teach Classics] is the visual approach'.37 
The Warburg Institute, encouraged by the report of the Classical Association and many 
comments from school teachers, tried to have this exhibition published in panel format. But the 
war broke out, funds became scarce, the touring of the exhibition had to come to an end, and so 
did the plan to publish the Greek Exhibition photographs.38 
b. Alma WittIin's Research on Museums and Education 
Central European museums were not necessarily didactic and their publications were very often 
targeted at the specialist rather than at the layman. As a result of this specialisation, emigre art 
historians were often requested to write museum or exhibition catalogues. Some of them were 
highly praised such as that of 10hannes Wilde for the exhibition of Michelangelo drawings at 
the British Museum in 1953. It was considered 'a model for all those engaged in a similar 
task' ,39 Ludwig Burchard's catalogue for the 1950 Wildenstein exhibition of Rubens' 
drawings was also considered a model of its kind.40 Emigre scholars were also called upon to 
write catalogues for private collections, such as Ludwig Mlinz who studied the Netherlandish 
drawings of the collection of the Duke of Devonshire at Chatworth,41 and Alfred Scharf who 
catalogued the collection of Sir Thomas M. Herton at Maidenhead.42 
By contrast, the emigres' didactic skills were seldom solicited and emerged from the 
emigres' own initiative. Alma Wittlin's complete emphasis on didactics is the best example of 
this kind. It shows that this didactic emphasis resulted from an adaptation of the emigres to a 
lack in British mu~ology and was made possible by wartime circumstances. In 1941, she went 
1,. 
<' 
35 -Anon., Visual Aids in Classical Training: a Report of the Work of the Group on Archaeology in Classical 
Teaching, (London : Institute of Education, 1937), cupboard 3/Box I I, Warburg Institute Private Archives . 
36 -Ibid. 
37 -Warburg Institute Private Archives, cupboard 3/Box I I. 
38 -Ibid., letters between Fritz Saxl and the Clarendon Press, Oxford. 
39 -See Michael Hirst, 'Johannes Wilde', Burl. Mag., vol. 113, n0816, (1971): 156. 
40 -See John Rupert M'at.tin's remarks in his introduction to Ludwig Burchard, The Ceiling Paintings of the 
Jesuit Church in Antwerp, Part I of the Corpus Rubenianum, p.xi 
41 -Mtinz to SPSL 190/3, f.280, 8/8/1946. 
42 -Privately published in 1950. 
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to Cambridge in the hope of being able to teach art history at one of the women's colleges. She 
, 
had given lectures on Spanish art at the Courtauld, but art history was not developed enough in 
Cambridge when she arrived. Instead of teaching art history, she found a part-time job at the 
Museum of Archaeology and Ethnology in Cambridge where she took advantage of the recent 
war removal of exhibits to organise, in 1942 and 1943, two experimental exhibitions in 
connection with her research on Museums and Education. The first exhibition, on currency, was 
called 'Money - What is it?'. The second experimental exhibition, on Early Civilisation, was 
called 'How Things Began' .43 
The purpose of Wittlin's experiments was to 'observe the reactions of people to two 
different manners of selection and presentation of specimens in exhibitions' . 44 She organised 
two itineraries within the same exhibition, a) one arranged according to the traditional analytic 
school of thought, and b) a second display set up on the basis of "synthesis" methods.45 She 
concluded that the number of specimens presented and the position of the specimens exhibited 
should be more seriously considered. From the detailed study of her own comparative 
exhibitions Wittlin commented that some of the arrangements customary in many museums, e.g. 
itinerary, had little beneficial effect on people, and resulted in loss of opportunities for education 
and enjoyment since some modes of selection and presentation of exhibits tended to upset and 
even depress the minds of spectators.46 
Just like Anthony Blunt in the pamphlet for the Greek Exhibition, Alma Wittlin makes 
clear, through her experiences and her book, that 'the museum (through the visual means of the 
exhibition and the appeal of the three-dimensional object) holds special potentialities for the 
fulfilment and the furtherance of educational requirements' .47 
It is these potentialities that she researched throughout her career, starting a project under 
the aegis of the Ministry of Education and the Foundation for Educational Research in 1946, 
with a view to establishing more accurately the potentialities of museums exhibits as aids in 
education.48 Because American museums were more inclined to address didactic issues Wittlin 
If. ;,. 
left Britain for the V.S. in 1952.49 
43 -Alma Wittlin , The Museulll, its HistOl), and its Task in Education, International Library of Sociology and 
Social Reconstruction, (London: Routledge & Kegan Paul , 1949). 
44 -Ibid., p.236. 
45 -Ibid. 
46 -Ibid., p.xiv. 
47 -Ibid ., p.xiii . l.t';i 
48 -SPSL 194/9, f.435. 
49 -There she wrote Museums, in Search ofa Usable Future, (Cambridge MA: C.U.P., 1970) and developed 
itinerant exhibitions. 
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British views about the use of museums were far more abstract than Alma Wittlin's work. , 
Just like Herbert Read,50 they showed a preference for an aesthetic approach, but at the same 
time, less awareness of the importance of good museum displays. A common opinion on 
museum prospects was that shared by Trevor Thomas of the Leicester Museum and Att Gallery. 
In 1942, he wrote an article entitled: 'Museum Mood Indicative' - already a very telling title -, 
which summarised his position: 
I should say that a museum could be alive and alert, it could still meet the 
official obligation to be conservative about its collections and liberal in the 
matter of research, but at the same time, there is nothing to prevent it being 
progressive in its visual education and healthily communal in the range of its 
social activities.51 
In the case of Leicester, this theoretical prospect was not challenged by experimental 
endeavours but was rather the resulting observation of wartime circumstances within the 
Museum. 
c. The Influence of Emigre Art historians in British Museums 
In Britain and in America,52 major museums were hardly accessible to emigre scholars. 
lohannes Wilde and Ernst Kitzinger were lucky to be hired, (though in two very different 
capacities), at the British Museum. Their hiring was due to the very high respect that T.D. 
Kendrick, of the Depattment of British and Medieval Antiquities, had for emigre scholars. 53 On 
arrival in England in 1935, Kitzinger was hired as a volunteer, in the Depattments of British and 
Medieval Antiquities under Kendrick, later Director and Principal Librarian after World War n. 
A series of unfortunate circumstances54 led to the dismissal of Roger Hinks as Keeper of the 
Department of Antiquities and to the appointment of Martin Robertson as his successor. 
Kitzinger was hired as a part-time employee to help Robertson complete his fOlmer engagement. 
He was put in charge of compiling the index to The British Museum Quarterly. Kitzinger felt 
like 'the man of all tdtdes' of the British Museum.55 Nevertheless, he was also appointed to 
<. 
more interesting tasks. A trip to Egypt to gather information on the Acanthus leaf in Cop tic art 
50 -See p. 17!. 
51 -Bulletin, Leicester Museum and Art Callery, vol. i, n04, (July 1942) : 10. 
52 -See Eisler, 'Kunstgeschichte American Style .. .'. 
53 -Greetings from T .D. Kendrick to Saxl show this respect and Kendrick's wish to profit by the presence of the 
Warburg Institute: ' I warnl.jt"ou that I shall unhesitatingly abuse our friendship by frequent appeals to your quite 
phenomenal knowledge and experience!' Box 37-38 K., Warburg Institute Private Archives, 2711211937. 
54· -i.e. Roger Hinks' dismissal in the case of the cleaning of the Parthenon frieze. 
55 -Interview with Kitzinger. 
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was one of such interesting commissions. This was a theme Kitzinger was fond of, but Kendrick 
. 
used the information gathered by the young Kitzinger to give a lecture on the subject. 
Nonetheless, Kitzinger owed a great deal to Kendrick for asking him to do research for two 
other lectures which the Keeper of Medieval Antiquities was to give at the Courtauld Institute on 
the continental influences in Anglo-Saxon Art. Kitzinger, who had previously specialised in 
Roman painting of the seventh and eighth centuries, then turned to a more British subject during 
his stay in England, 56 and wrote Early Medieval Art in the British Museum. This handbook was 
highly acclaimed for its innovative qualities as 'no other work in the English language cover[ed] 
the same ground' .57 Its success was also due to the recent discovery of the Sutton Hoo Ship 
Burial in August 1939. But emigre scholars did not only assist the collections housed in the 
Capital of England. A great deal of work was being undertaken in the provinces. 
Hans Hess (Leicester and York City Art Galleries) 
Hans Hess started his museum career in Britain after the war. Before leaving Germany in 1933, 
he had taken up his father's shoe-making business and had had no academic training in art 
history . However, being the son of a famous art collector, Hans Hess developed an eye for 
contemporary art, and at the end of the war used his knowledge in the U.K. where he became 
assistant and later Keeper of Art at the Leicester Museum and Art Gallery. During the War, the 
Keeper of the Leicester Museum had built up a collection of German expressionist works. In 
February 1944, Trevor Thomas organised a 'Mid-European Art Exhibition' in association with 
the Leicester branch of the Free German League of Culture.58 Through the help of Hess, who 
sold a large part of the art collection of Theckla Hess, his mother, the previous Keeper of the 
Leicester Museum acquired many more German expressionist works. This collection now 
represents one third of the overall Museum collection. 
In 1947, Hess was appointed Curator of the York Art Gallery, a museum he transformed, 
during the twenty years he spent there, from a dull nineteenth-century collection of English 
paintings into an impressive collection of European art.59 This was achieved despite limited 
finance and through a high standard acquisition policy. Hess first started to work on the 
" 
56 -In The British Museum Quarterly, vo!.xiii, n04, (1939), a special issue on the Sutton Hoo Ship burial , 
Kitzinger contributed to one of the 6 articles and wrote on the Silver works found there, pp. 118-25. 
57 -British Museum Quarterly, vo!. xiv, nOl , (1939-40): 26. 
58 -The Expressionist Revolution in German Art: 1871-1933: A Catalogue to the 19th and 20th-century 
German Paintings, Drawings and Prints in the Permanent Collection of the Leicester Museums and Art 
Gallery, ed. by B. Herbert & A. Hinshelwood, (Leicester: The Service, 1978): Erratum to the Catalogue. 
59 -John Jacob, 'The Ad~isition of the Lycett Green Collection' , (unpublished, copyright: National Art-
Collection Fund, 1992): 3; 'Nothing could have been more unpromising, both from a personality and a physical 
point of view - a half demolished Victorian exhibition hall, with a corn exchange roof and a third rate 
collection' . 
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reconstruction of the Central Gallery and the creation of a picture store accessibl~ en-suite. The 
new screens doubled the hanging space, making it possible to store all the Museum' s 
• 
possessions under one roof. 60 In the Central Gallery, the main transformation was a lay light 
diffusing the light and hiding the corn exchange roof. 6 1 The new display enabled the Museum 
to control what it possessed and to write a catalogue of its collection.62 John Jacob, Hans 
Hess's former assistant-curator at York, regards Hess as the person who taught him everything 
about museology and especially the display of pictures.63 
The transfOlmation of the collection itself was principally based on two gifts of substantial 
importance which were made to the York City Gallery under Hans Hess' s curatorship. The first 
one was that of the Lycett Green Collection in 1954. F.D. Lycett Green, a notable of the City of 
York, decided to give his collection of paintings, which was then on loan to the National Gallery 
of South Africa, to his native city. From the very beginning, Lycett Green had collected works of 
art in the ambition of giving it to an art institution. But this gift owed a great deal to the 
curatorship of Hans Hess who had known how to transform the gallery into one of the most 
active and attractive Fine Art museums in the provinces. The Lycett-Green bequest was, 
according to John Jacob, the biggest gift made to an English provincial gallery 'since the 
Liverpool Royal Institution had deposited the William Roscoe, and other, collections at the 
Walker Art Gallery in 1893'.64 
Because his parents were art collectors, Hess found no problem reconciling art ownership 
and his Marxism - unlike the stronger line adopted earlier by the Hungarian Marxists. It is 
interesting to explore how Hans Hess who believed that the 'precondition of a revolutionary 
argument was 'to deprive the bourgeoisie, not necessarily of its art but of its concept of art' 65 
still selected works by artists that 'paint in a contemporary idiom - within the tradition of 
painting which we think is unchanged and unalterable in spite of superficial innovations and 
differences of emphasis' .66 In his museum policy, he moderated his Marxist theoretical position 
as he did in his two 4,oks on Marxist artists, one on Georg Grosz and one on Lyonel Feininger, 
whose watercolours he exhibited in October 1951 at York.67 
60 -Preview 16, vol. iv, (Oct. 1951): 182. 
61 -Preview 15 vol. iv, (July 1951): 172-73. 
62 -Preview 16, ibid. 
63 -Personal communication with John Jacob, 22/03/1996. 
'-$:r 64 -Jacob, p.8. 
65 -Hess, Pictures as Arguments, p.148 & 150. 
66 -Preview 15 vol. iv, (July 1951) : 176. 
67 -Preview 16, vol. iv, (Oct. 1951): 188. 
176 
According to Hess, 'art is not an ornament of life but life itself'. 68 and h~ made this 
commitment to action through art clear by participating fully in community projects. Apart from 
, 
modernising the buildings, Hess dynamised the activities of this provincial museum by closely 
linking it to the York City Festival of which he was the second art director. In 1951, the York 
Festival of Britain Exhibition was held in the refurbished main gallery of the museum. As John 
Jacob pointed out, when Hess became director of the Festival in 1954, 'the Art Gallery was 
made the Festival Office' ,69 attracting many artists and the recognition of impOltant scholars and 
art collectors. Apart from the Lycett-Green gift, the new gallery policies also encouraged Eric 
Milner-White D.S.D., Dean of York and collector of modern ceramics and paintings, to bequest 
some forty paintings and his collection of modern stoneware, chiefly by Bernard Leach and 
Shoji Hamada, to the Gallely. 
Hans Hess created the City of York Art Gallely Quarterly Preview, a periodical charting 
the progress of the gallely. He had acquired experience in publishing through his involvement as 
editor of the magazine Inside Nazi Germany. 
Fritz Grossmann (Manchester City Art Gallery)70 
Grossmann read Law at the University of Vienna and took another degree in Art history in 
1924. He then specialised in Late Gothic Viennese art for his post-graduate degree on 'Die 
Passions- und Marienlebensfolge im Wiener Schottenstift und ihre Stellung in der Wiener 
Malerei der Spatgotik', slJbmitted in October 1930. 
As it became increasingly difficult for Jewish students of Grossmann's generation to find 
any position, they had to resort to other directions in the art world. Soon after his undergraduate 
studies, Grossmann had been involved in the promotion of contemporary art well before the 
Anschluss. He made his Viennese career of it, becoming, in 1927, committee member of the 
Society for the Promotion of Mqdern Art in Vienna - the Gesellschaft zur Forderung moderner 
Kunst in Wien. As such he organised, together with its founding member Ernst Bushbeck71 and 
Hans Tietze, three exhibitions for which he wrote the catalogue entries. For Das Werden eines 
11 
Kunstwerkes72, works!by Dtirer, as well as works by contemporary artists were displayed so as 
to show the creative process artists experienced. Grossmann participated in the setting up of two 
68 -As he wrote it in the catalogue of the exhibition "Masterpieces from Yorkshire Houses", held during the 
1951 York Festival of Britain Exhibition . 
69 -Jacob, p.4. '$:; 
70 -I thank the anonymous owner of the Fritz Grossmann estate on which this account is based. 
71 -Then Vice-Keeper (Kustosadjunkt) at the Gemiilde Galerie des Kunsthistorischen Museums in Vienna. 
72 -October-November, 1927, Osterreiches Museum/iir Kunst und fndustrie, Vienna. 
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other exhibitions for the Society for the Promotion of Modern Art in Vienna.73 In the meantime, 
. 
he strongly specialised in contemporary Austrian and German art, writing in German a number 
, 
of articles on the subject for Forum, the most important art-monthly in Czechoslovakia at the 
time. He was Viennese editor of this paper from 1932 to 1938. After his exile in 1938, 
Grossmann no longer wrote about or dealt with contemporary art,74 nor was he able to pursue 
his career as exhibition organiser for the next twenty odd years. This dramatic change in the life 
of Fritz Grossmann epitomises that which many art historians in the same predicament 
underwent while settling in the u.K. 
After the Anschluss, Grossmann was lucky, unlike many colleagues, in that he came to the 
U.K. with the prospect of a very interesting job. He was invited to Britain as assistant to Dr 
Ludwig Burchard, for the preparation of his catalogue raisonne on Rubens . This project was 
subsidised by Count Seilern and was to form the beginning of the CO/pus Rubenianum, now in 
Antwerp. This full-time occupation lasted until Burchard's death in 1949. After this untimely 
event, it proved rather difficult to find a position in the same line of work. Grossmann applied to 
several Art History Departments in Britain as well as abroad, but university departments could 
only offer some disconnected lectures or secretarial jobs. He also unsuccessfully applied for the 
post of Assistant Keeper at the Tate Gallery and was finally hired as Tutor in Art History for the 
Board of Extra-Mural Studies at the University of Cambridge. This interlude gave him time to 
concentrate on long-forsa~en fields.75 
Grossmann was striving to re-enter the bustling world of museums, teaching having never 
been top of his agenda. After having been appointed in 1957 as Lecturer and Examiner in Art 
History for the Extension programme of the University of London, he resumed his job-hunting 
until he was finally appointed to a curatorial post in Manchester. This appointment was helped 
by the recognition Grossmann had received from teaching for Manchester University's 
extension course. He went on lecturing while Keeper at the Manchester City Art Gallery and, 
having no time to devote to book writing, left many projects unfinished, including a catalogue of 
73 -In 1930, Die Kllnst in unserer Zeit, organised with Hans Tietze and, in 1937, 'Dichtende Maler - Malende 
Dichter' . 
74 -Apart from a few entries for The Dictionary of Painters/Kind/as Ma/erei Lexikon, which were 
commissioned from him by Herbert Read. 
75 -He went back to the stu~s in Late Gothic and early Renaissance art he had neglected since he finished his 
university course. He started focusing on Bruegel, Holbein and TOITigiano, writing many publications. Only his 
book on Bruegel witnesses to it. His project for a book on Torrigiano fell through, for lack of time, and so did a 
more ambitious scheme on Holbein. 
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the permanent collection.76 
Out of the eight exhibitions Grossmann organised at Manchester, five dealt directly with 
, 
German or Central European art. 77 There had already been an exhibition on European old 
masters at the Manchester City Art Gallery in 1957. But the Continental art exhibitions 
accelerated under Grossmann ' s curatorship. His exhibitions all aimed at promoting Continental 
European mt. 
In nineteenth-century Britain, early German art had been widely acclaimed under the 
influence of the Romantic movement and encouraged by the Prince Consort's interest in the 
Primitive and early Renaissance painters. 78 The purchase of the Krtiger collection by the 
National Gallery in 1848 showed this relative interest in German art. 79 Yet, before World War 
IT, early German art had been discarded by collectors and the general public alike, in spite of the 
great collections of German masters the British aristocracy had accumulated in the eighteenth 
and nineteenth centuries. After World War I, this art surfaced only through the work of the 
emigres. 80 Even galleries specialised in Modern Art were reluctant to exhibit German art, as 
reported by Geoffrey Grigson. In 1930, he told a director of the Leicester Galleries that it was 
high time they staged an exhibition on Paul Klee. 'What's that? What's that'? replied the 
director, ' Klee, Klee? wouldn't sell one of them.' 8 I Similarly, before selling his parents' 
collection to the Leicester ~useum and Art Gallery, Hans Hess encountered this lack of interest 
when, on arrival from Germany, he tried in vain to sell some excellent paintings by Feininger to 
Bond Street dealers in order to make ends meet. 82 This paralleled the unfruitful effort of Albert 
Flechtheim,83 and the reluctance of major institutions to accept major collections from refugees . 
Rosa Schapire's bequest of her complete collection of 600 works by Expressionist artists was 
76 -Grossmann never finished the Catalogue Raisonne and the 'discussion of Bruegel's art generally' which is 
referred to in hi s complete edition of Bruegel' s paintings. See Grossmann estate, Box 14, Correspondence folder, 
Begemann - Department of Art History, Yale - to Grossmann, 12thl 121 1960. 
77 -1961: 'Old Master Drawings from Chatsworth ' 
1963 : 'Wenceslaus Hollar, 1<507-1677, Drawings, Paintings and Etchings' 
1964: 'Works of Art from t~* Plesch Collections ' 
1965: 'Between Renaissance'·and Baroque, European Art 1520-1600' 
1967: 'Four Centuries of German Print-Making' , Manchester Whitworth Art Gallery, University of Manchester. 
78 -See Early German Painting . cat. of exh. at the Arcade Gallery, May-June 1948, , ed . by Bruno Fiirst 
(London : Arcade Gallery, 1948): 3. 
79 -See Levey, M., The Gerll1an Schools, (London : National Gallery , 1959): Appendix, p.112. 
80 -See Grossmann's German Art Exhibition, p.180-81. 
81 -Geoffrey Grigson, Recollections mainly ojwriters and artists (London : Chatto & WinduslHogarth Press, 
1984): 26-7 . ~$~ 
82 -See T . Rosenthal , 'Europe' s Exodus of Excellence: Review of S. Barron's Exile and Emigres' , Times Higher 
Education Supplement, April 4th 1997: 22. 
83 -See p.194. 
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rejected by the British Museum in the early 1950s and the collection was subsequently 
. 
dispersed.84 When the Wengrafs organised an exhibition entitled Early German Painting at the 
Arcade Gallery,85 they drew on the new works brought over by the emigres of Germany and 
Austria. About the exhibition, Fritz Grossmann remarked: 
'considering how rarely German paintings are exhibited here nowadays and 
how little they appeal to the art-collector of to-day, one is pleased to find the 
40 panels or so, which the Arcade Gallery has assembled from private 
sources' .86 
When Fritz Grossmann himself later organised his retrospective exhibition of German art, 
he drew on the same sources, collectors and dealers alike, as well as on the British aristocracy.87 
Grossmann organised, amongst others, two very ambitious exhibitions. His 1961 exhibition, 
'German Art, 1400-1800, from Collections in Great Britain', presented works of art which 'had 
been assembled with a view to giving some idea of the main lines of development of German art 
from the Gothic period to the end of the 18th century'88. It was the first occasion, since the 
Burlington Fine Arts Club Show in 1906, for an exhibition of German art to be presented in the 
U.K. 
In 1964, Grossmann exhibited the collection of Janos Plesch, a Berlin physician native of 
Hungary who, before emigrating, had collaborated with some of the leading German late 
Impressionists and Expressionists; Lovis Corinth, Oskar Kokoshka, Max Liebermann, and Max 
Slevogt, once Dr Plesch's patient. About the collection, Grossmann wrote : 'it [ ... ] does not 
provide a complete picture of German twentieth century art before the last war, but by 
concentrating on Slevogt and his friends it illustrates some essential aspects of it, hardly known 
in England though worth studying, more fully than any other collection either in this country or 
in Germany' .89 This proves that well into the Sixties, German art of the twentieth century was 
still not widely known in England, despite the early efforts of the Free German League of 
Culture and their 1938 Exhibition of Twentieth Centmy German Art. 
84 -Behr, 'Dr Rosa Sch~~ire . . .' , p.8 (pre-print copy). 
85 -Early German Painting, cat. of exh. at the Arcade Gallery, May-June 1948, ed. by Bruno Fiirst (London: 
Arcade Gallery, 1948): 3-8. 
86 -Fritz Grossmann's typescript on the 'Early German Art Exhibition', Box 2, Fritz Grossmann estate. 
8? -The works of art came mostly from museums of the British Isles and the British aristocracy (18 pictures 
came from the Royal collection). However, the sculptures were lent by Mr Baer, Mr Bondonsky, (Brandon, 
London), Mr Brenninckmeyer, Edmund Schilling, H. Calmann, Arthur Kauffmann, Mr Ernest Makower, Roland, 
Browse and Delbanco, Efrim Schapiro, Dr Springell; Mrs Swiibo, Paul Wallraf, The Weld Collection, and The 
Wernher Collection. It':r 
88 -From typescript in Grossmann estate, Box 2, 11 . 
89 -Works from the Plesch Collections, cat. of exh. , 8 May-7 June 1964, ed . by F. Grossmann, (Manchester: 
City of Manchester Art Gallery, 1964). 
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In 1965, Grossmann pursued his effort in making Continental art familiar to the British 
. 
public by organising 'Between Renaissance and Baroque, European Art 1520-1600'. In the 
catalogue of the exhibition90, the Keeper in Chief wrote: 'Grossmann [ ... ] has been Ibponsible 
for the task of selection and cataloguing, made exceptionally onerous by the lack of previous 
exhibitions in England on a similar theme, and the paucity of material published locally', thus 
pointing at a gap in British att history. He was not, however, the first emigre att historian to help 
promote Continental European att in Manchester. In 1959, Rosy Schilling had been a consultant 
for the City of Manchester Art Gallery Romanesque Art c.1050-1200 exhibition, elaborated 
from collections in Great Britain and Ireland. 9 I 
William Cohn (Museum of Eastern Art, Indian Institute, Oxford) 
William Cohn belonged to the first generation of art historians from Berlin who, before World 
War I, conducted research into Oriental Alt.92 With Otto Ktimmel, his colleague as editor of the 
Ostasiatische Zeitschrijt and later protector against non-alyan laws,93 he was probably the most 
important figure in the field. 
In Britain, there had also been a soaring interest in Asian Art. Great collections were 
acquired in the 20th century such as Sir Percival David's, or the Schilling brothers' collections 
at Bristol but they were mostly focusing on Fat· Eastern Alt. But it came as a surprise to William 
Cohn that no major exhibition of Indian Art was organised in this country before India's 
independence in 1948. Stella Kramrisch, a lecturer on Indian att from Vienna who had emigrated 
to Calcutta in 1925, had organised a photographic exhibition of Indian art at the Warburg and at 
the Imperial Institute in 1941. However, no wide-scheme exhibition with genuine exhibits had 
ever been organised. In Oriental Art, Cohn reflected on the Exhibition of Indian Art in 
Burlington House in the following terms; 'Now that, eleven years after the ever memorable 
Chinese Exhibition in London, ,an Exhibition of Indian Art has been arranged in Burlington 
House, an old debt is paid off', 94 As Oriental Art studies were partial, Oxford, with its Indian 
Institute, was the only place which provided possible chances for the eminent scholar of Oriental 
A,t Jl 
.t"\.l • 1" ,. 
When Cohn arrived in Oxford in 1946, there had been doubts, since the end of the war, 
about the future of the Indian Institute, founded by Professor Monier-Williams at the end of the 
90 -Between Renaissance and Baroque, European Art 1520-1600, Cat. of exh. ed. by F. G. Grossmann, 
(Manchester: City Art Galllery, 1965): 144. 
91 -See Hofner-Kulenkamp, p.116. 
92 -See Weitzmann, Saililf~with Byzantium . .. , p.48; "Among my generation of students in Berlin, a lively 
interest had developed in Far Eastern art. 
93 -Wendland, p.112. 
94 -William Cohn, The Exhibition of Indian Art', Oriental Art, vol.II, Summer (1949): 3. 
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nineteenth century. This small museum was funded by public subscription and, contained 
primarily ethnographic material. In the thirties, some artifacts of considerable importance were 
, 
willed to or bought for the Museum such as the Tamluk terracotta plaques. In 1946, a special 
meeting was held by its curators 'to consider proposals [presumably from William Cohn] for 
founding a Museum of Eastern Art in Oxford' .95 When the new Indian Institute was founded in 
1949, the contents of the former Institute's Museum were transferred to the new building along 
with the Ashmolean' s Department of Fine Arts' collection of Chinese ceramics and a large 
private bequest to the Ashmolean. 96 Cohn was responsible for organising, as Keeper, this new 
Museum of Eastem Art, then 'the first museum exclusively devoted to the arts of the East' in the 
U.K.97 
One can therefore assert that Cohn initiated the study and was later the first person in 
charge of Oriental art in Oxford. The Indian Institute was the first entity to be entirely devoted to 
the care, display and teaching of Eastem Art. The first exhibition at the Institute was based on a 
private collection of miniatures painting and photographs, many of which had never been 
exhibited in Europe.98 The advent of Oriental art in Oxford was slowed, in some measure, by the 
reluctance of the University, which Cohn determinedly overcame by creating the Museum of 
Eastem Alt. There he both lectured and conducted tours.99 
Oriental objects of all sorts had entered the Ashmolean Museum since the accession of the 
Tradescant collection at the end of the seventeenth century. 100 Cohn helped the museum in his 
quality of Research Advisor to the University in Indian and Far Eastem Alt from 1945 onwards. 
The development of Oriental Art at Oxford was also partly impeded by the fact that the 
University ' s Eastern Art collections were housed in two different institutions. 101 Cohn did not 
live to see the New Department of Eastern Alt in the Ashmolean Museum, which would not have 
been possible without his pioneering work. 102 
Just like Hans Hess who had felt the need for a publication on art in York, Cohn initiated a 
review to promote hislJine of research. From 1948 until his death, he was editor of the still 
/ ' 
95 -Anon ., Minutes of the Curators of the Indian Institute, University Archives, Bodleian Library, (Oxford, 
1946). 
96 -See Museums and Exhibition section in Oriental Art, vol.ii, Summer (1949) p.87 . 
97 -Peter Swann, 'Dr. William Cohn dies on his 81st Birthday' , Oriental Art, vol. vii , n02 (1961): 90. 
98 -See Oriental Art, vol.ii, Summer (1949) p.87 . 
99 - 'Reports to the Visitors (Trustees) of the Ashmolean Museum, Department of Fine Art' (Oxford : 1950 & 
1951). '-$:r 
100 - 'Reports to the Visitors . . .' , 1945. 
101 -Personal communication with le. Harie, June 11th 1996. 
102 -'Reports to the Visitors .. .' , 1961. 
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prestigious Oriental Art review. Thus his contribution to the study of art in this country persists 
. 
to this day. 
Hans Schubart (Bristol City Art Gallery) 
Hans Schubart's contribution to the City Art Gallery at Bristol cannot go unnoticed. Schubart 
was educated in art both in Germany and Austria. He left Vienna in 1925 for the United States 
where he held a post at the Philadelphia Museum. There he started a study of picture 
conservation. 103 This brought him to work, in the early 1930's, for the National Gallery and 
later for the Bristol City Art Gallery where he was first commissioned to restore a picture by 
10rdaens. From 1946, he was employed by the City Art Gallery on a full-time basis, being 
appointed Curator in 1946 and, in 1953, director of the Gallery. 
At Bristol, he took a particular interest in European paintings and the development of the 
Chinese collection, being himself a collector of Oriental art. Under his curatorship, the City Art 
Gallery attracted the major Schiller collection of Chinese ceramic wares. 104 The method of 
display of the Chinese works of art at Bristol was particularly noticed.IOS With William Cohn, 
he shared a passion for Oriental Alt as well as a desire to convey his knowledge. While curating, 
he also taught for the Art Lectures Committee of the University of Bristol. 106 He was also the 
initiator of the new Bristol Art Gallery, finished after his death. 107 
In the case of Hans Schubart as in the case of Wilde it seems that their knowledge in 
restoration was not fully exploited, possibly because the intellectual tradition of art appreciation 
did not deem compatible practical activities and museum work. Michael Hirst, Wilde's former 
student at the Courtauld noted that Wilde 'came to appreciate the potentialities of the x-ray 
photography of paintings both as a means of assessing physical condition and as a guide to a 
deeper understanding of the individual artist's creative process [ .. . J few, at the time, had 
attempted to employ the tool so systematically and perhaps fewer still had so much to offer 
when analysing its results' .108 Yet, in England, working mostly for the Courtauld Institute as a 
lecturer, his knowledge in the field was not required. As Director of museums, Leo Van 
R. 
Puyvelde was courage~hs enough to create at an early date a laboratory for the scientific 
103 -T. Cox, 'Tribute to William Cohn', The Times, (July 17th, 1968): 8. 
104 -See A.L. Hetherington, 'The Schiller Collection in the City Art Gallery, Bristol ', Oriental Art, vo\. 
i(l948): 47-49. 
105 -Cox, 'Tribute to WilliaIfu:,Cohn ', p.8. 
106 -Hetherington, pp.47-49. 
10l_Ibid. 
108 -Hirst, p.155. 
183 
l 
\ 
I I 
examination of works of alto 109 Nonetheless, when he came to Britain, he was not asked to deal 
. 
with restoration. However, the art restorers Hans Hell, Drescher, I 10 Helmut Ruhemann lll and 
several frame makers such as the Pollacks, in London, were commissioned to work on a more 
regular basis with museums. There was therefore a very clear-cut distinction made between 
restorers and art historians which was looser on the Continent. Similarly, in the U.S, Colin Eisler 
noticed that the arrival of the exiles had hastened an already rapid decline. 112 In the u.K., the 
competence in restoration of scholars was unexploited, leaving just room enough for already 
established professional restorers. 
The academic institutions mentioned above trained several generations of museum 
personnel. This indirect impact remains very difficult to analyse, yet it should not be neglected in 
the scope of this study. Even though the influence of emigre art historians in museums was not 
widespread, it is nonetheless noticeable first of all because they were instmmental in introducing 
new subjects, mostly related to Northern European or Asian art. 
Secondly, the emigres' attention to space, which - as already mentioned _113 was also 
reflected in their analysis of art, permeated their work in museums. This desire to acquire new 
exhibition places through the means of travelling exhibitions or innovative displays is 
particularly noticeable. In this spirit, one should also mention the work of Margot Wittkower. 
Having endured the hardships of the war, she had to give up her once successful trade in design 
furniture for lack of interest in Britain. She penetrated the museum world when she was asked to 
design an exhibition for the Worker's Educational Association. This travelling, photographic 
show on fourteen movable panels entitled "The Growth of Adult Education in Britain" was her 
first contribution in curating and forecast her later involvement, with her husband, in art 
history. I 14 
Thirdly, the emigres were experimental in the displaying of artifacts for which they used 
innovative photographic techniques. They were particularly aware of the use of photography in 
the study of works of art but also of its other potentials. This is part of a phenomenon which can 
be witnessed throu{hout the media from the 1940s to the 1950s. For instance, unlike in America, 
109 -Anon ., Leo van Puyvelde: Miscellanea, (Brussells and London : Editions de la Connaissance and Anglo-
French literary services, 1950). 
110 -Interviewee wishing to remain anonymous, 25 Nov. 1996, Cambridge. 
111 -Helmut Ruhemann who taught restoration techniques at the Courtauld, was appointed Consultant Restorer 
to the National Gallery in 1946. See Hendy, P., 'Helmut Ruhemann', Burl. Mag., vo!. 115, n0846, (1973) : 608. 
112 -Eisler, p.557. J.$'$ 
113 -See Part 11, Chap. 3, pp. 125-26. 
114 -Victoria Newhouse, 'Mm'got Wittkower: Design Education and Practice, Berlin-London, 1919-1939', 
Journal of Design Histol)' vol.3, n° 2-3, (1990) 83-9 
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the British very rarely used photographs on posters and an emigre designer like Frederick 
t 
Henrion, pioneered mixed techniques such as the laying of flat colours over black and white and 
manipulated photographs. I IS Felix H. Man, a photographer turned art historian is, in this case, a 
name to remember. When he arrived in Britain in 1934, Man realised that picture editors - his 
profession at the time - were foreign to the British media. On the other hand, on the Continent, 
magazine publishers had sought to maximise the visual power of photographs. Realising the 
absence of focus on images Man, co-founded, with his Hungarian collaborator Stefan Lorant, 
The London Weekly Illustrated and The Picture Post. With these publications they became the 
initiators of pictorial journalism in England. 
115 -Frederick Henrion Interview; IWMSA, 9592/3, 1986, reel I. 
3. The Influence of Emigre Art Historians as Art Dealers, Art Collectors and Art 
Book Publishers in Britain 
Ulrike Wendland drew up a small list of emigre art dealers, but chose not to include them among 
the subjects of her main study, as most of them had not had an academic training in art history. 1 
However, a study of the emigres' impact on the British art world cannot be conducted without a 
closer study of the influence of emigre art dealers on the British art trade. Indeed, although this 
influence has been acknowledged,2 it remains less than adequately studied as a group 
phenomenon. This chapter intends to show that the influence of emigre alt historians was not, as 
is often implied, restricted to educational fields.3 After the war, many works of rut which had not 
yet come to the notice of rut historians now apperu'ed on the art-market. A great number of them 
had changed hands and needed tracing; more prosaically, some needed restoring after hurried 
mishandling during the War. This is also an area in which the role of emigre art dealers, 
collectors and publishers was paramount. In the framework of the present study, an emphasis on 
art-historically trained art dealers/ collectors/ publishers is necessary. More exhaustive 
comments on otherwise trained dealers, collectors and art publishers provide an interesting 
backcloth to this particular study. It shows how much the refugees, as well as influencing the 
direction of British art history and museology, also influenced the art trade during and after the 
Second World War, bringing in expertise, new interests, entire collections and, in the case of art 
publishers, new techniques. This chapter seeks to investigate these four aspects in an attempt to 
broaden the scope of this thesis. 
a. Art Historians in the Art Trade 
When they settled in their country of exile before 1939, refugees from the Third Reich who left 
Central Europe often had to convert the private belongings they were allowed to bring with them 
into cash4. The emigres 'had brought over their all in the form of diamonds, rare postage stamps 
1 -See Wendland, p.19 ( 'Wendland mentions twenty dealers, most of whom had settled either in the UK or in the 
US. She lists seven U.K. dealers; Waiter Feilchenfeld, Alfred Flechtheim, Annely Juda, Mattiesen, Siegfried 
Oppenheimer, Fritz Rothmann, and Max Stern. 
2 -Herrmann, Collectors, p.320. 
3 -In' Art History, Kunstgeschichte and Historia', p.131, Onians claims that: ' the centre of gravity of the study 
of art and its history shifted from the galleries of Bond Street [ ... ] to the seminar room of the universities' 
through the influence of emigre scholars. 
4 -The ban on the export~flbn of cash urged would-be refugees to invest in works of art. Indeed, until 1939, it 
was still possible for emigres to transfer some of their possessions to their refuge country, see Lynn Nicholas, 
The Rape of Europa, (London: Macmillan, 1994): 31. 
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and rose oil [and] began to convert [it] into more conventional forms of capital'.5 Thereafter, 
I 
many refugees made up an increasing proportion of auction houses' clientele and became 
, 
enthusiastic collectors, and in some cases art dealers.6 At the same time, and since the crash of 
1929, many European collectors had been severely hit by the depression and needed to 
relinquish their treasures in order to pay their debts. This provided a good opportunity for newly 
established dealers.7 
On the Continent, they were sometimes helped by those who, like art historian Klaus 
Hinrichsen, helped the brow-beaten Jews cope with the requirements of the German authorities. 
This temporary profession which he held in Germany brought him into contact with artistic 
organisations and museums. He recalls that the Kunsthalle in Hamburg helped refugees by 
appointing unqualified 'experts ' who let precious works of art leave the country as simple 
pieces of wood or other artifacts. The Kunsthalle Director, wisely thought that art works were 
safer abroad.8 
In their desperate attempts to convert their possessions into cash, some of the refugees 
were unfortunate and lost a great dea1.9 On 24 February 1938, Adolf Heyer, a refugee from 
Germany, sold his collection of sculpture and furniture, including Michelangelo models which 
had been part of the Paul von Praun (1548-1616) and later the Haenel-van Praun collection. 10 
The collection, including at least 5 Michelangelo models, sold as a lot for a ridiculously low 
price; the precious pieces went on then to form part of the Le Brooy Collection in Montreal , but 
unfortunately 11 models were lost as a result of this sale. 11 Some of the emigrating dealers 
allegedly profited by the common link they had with other refugees and did unfair business. 12 
Indeed, several emigre dealers were already established in the trade prior to their 
emigration such as WaIter Feilchenfeldt, Harry Fischer, Alfred Flechtheim, Atthur I. Kauffmann, 
5 -Hermann, Sotheby's, p.315 
6 -Ibid. 
7 -See 'Gustav Mayer and the Albertina Graphische Sammlung', in Women as Intefpreters of the Visual Arts 
1820-1979, pA19. J/ 
8 -Interview with HinrichsJ'~, IWMSA, reel 01. 
9 -See R. Wraight, The Art Came Again!, (London : Leslie Frewin, 1974): 143. 
10 -These models were still thought to be by Michelangelo. Since then scholars have rejected this attribution . 
See Hanne Honnens de Lichtenberg, Johan Cregor Van der Schardt, Bildhauer bei Kaiser Maximilian 1/, am 
dlinischen Hof und bei Tycho Brahe (Copenhagen: Museum Tusculanum, University of Copenhagen, 1991): 
62-81. 
11 -PJ. Le Brooy, Michelangelo Models: Formerly in the Palll von Praun Collection, (Vancouver: Creedman 
& Drummond Publishers, I'~2) : 34. 
12 -An interviewee wishing to remain anonymous reported that one of the major emigre dealers bought four of 
his family's major eighteenth-century Italian paintings for a song. 
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Ft'ancis Matthiesen, and Paul Wengraf. The most prominent established dealers wh<;> emigrated 
were Martin Breslauer, Heinrich Eisemann, Leo Liepmannsohn, and Albi RosenthaL The names 
, 
of most of the above have remained names of prosperous establishments. However, some people 
who converted to art dealing as emigres have also become famous in the trade. Such is the case 
of Annely J uda, who established herself after World War IT.13 
Becoming an art dealer was an easier task in Britain than on the Continent, as British 
auction houses did not need guarantees of authenticity. Art dealers were therefore the main 
buyers in the sale rooms. 14 However, before and during the war, in order to establish 
himself/herself as a dealer and open a shop, an emigre had to be in partnership with a British 
nationaL Contemporary art dealer and artist Jack Bilbo reports in his autobiography that soon 
after he opened his Modern Art Gallery at 12 Baker Street he had problems with the police' 1) 
for using a name other than [his] real one, 2) for opening a business without permission of the 
Home Office and 3) for not notifying the police for changing [his] profession from "Artist and 
Author" to "Art Dealer"'. As a result, and in order for his limited company to be British, he 
resorted to two English shareholders, a journalist friend of his and his own lawyer, who had very 
little to do with art. IS Because of such restrictions, many refugee dealers were not established as 
such and did not own a shop. They were 'runners' who tried to place their merchandise at 
established dealers'. One could start as a 'runner' without having capital, a major advantage for 
emigres. They also exhibited works in private institutions such as The Alpine Club on South 
Audley Street. 16 In the US, no restrictions existed, to the great surprise of book dealer Hans 
Kraus, who was told he just had to put a sign up to establish himself as a book dealer. 17 
Emigre art historians and the art trade 
Art historians seldom became art dealers. When they did so it was either because they were 
already famous as experts in a field which very few British mastered or, because they had a 
desperate need for cash and no job in the offing. The cases of these women art dealers illustrate 
the fact that their departure from the Republic of Scholars was always due to economic reasons. 
They followed their hustands and later took over when they became ill or died, as in the cases of 
13 -Masterpieces of the Avant-Garde: Three decades of Contemporary Art, 25 Years, (London : Annely Juda 
Fine Art/Juda Rowan Gallery, 1985): 184. See p.191 & 195. 
14 -Gustav Delbanco, 'Obituary of Henry Roland ' , The Independent, (Jan. 1993). 
15 -Jack Bilbo, Jack Bilbo, an Autobiography, pp.261-62. Like Annely Juda, and unlike Jack Bilbo, others 
found more appropriate partners such as Delbanco, Roland, and Browse, the first two being emigres and the latter 
a British national. ".t'~ 
16 -Interviewee wishing to remain anonymous, 25 Nov. 1996, Cambridge. 
17 -Hans Kraus , A Rare Book Saga: the Autobiography of HP. Kraus, (N.Y. : Putnam, 1978): 122. 
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Carmen Gronau, Lili Frohlich-Bum,18 Herta Schubart and Felicie Scharf who also dealt on a 
. 
small scale when her husband Alfred died. 
Art dealing was forbidden as a non-Aryan activity during the Third Reich, and those who 
were already in the trade had to leave their jobs or the country. 19 Although Rosa Schapire gave 
up her once highly substantial activities in the trade of expressionist art when she arrived in 
Britain, several women art historians remained or turned to the art trade after emigration.20 Out 
of the 63 male art historians who emigrated to Britain, only 3 men had been directly involved in 
the art trade as dealers or experts, whereas out of the 27 women art historians, 4 were 81t dealers : 
Lili Frohlich-Bum, Grete Ring, Felicie Scharf and, last but not least Carmen Gronau. 
Lili Frohlich-Bum was successful in the art trade. Until emigration, she had assisted 
closely in her husband's work and, when he st81ted his activities as an 81t dealer in Old Masters, 
she acquired more experience in connoisseurs hip by working under him in Vienna. 21 At the 
same time, she pursued scholarly activities, writing two authoritative books on P81'migianino and 
Ingres,22 about which Fritz Saxl, Director of the Warburg Institute, wrote the back-handed 
compliment: 'There is no doubt that few, if any, books have been written by women art 
historians that are as useful as [ ... ] her book on Parmigianino' .23 Her most important 
contribution was the Catalogue of Drawings in the Albeltina, compiled under the supervision of 
Director Alfred Stix, a work about which Fritz Saxl insisted: 'there are few works of this kind 
undertaken by women scholars to which it could be compared' .24 Saxl's remarks show that 
double standards were used when female scholars' works were considered as their work was not 
comp81'ed with that of their male colleagues. 
On arrival in Britain with a sick husband, Frohlich-Bum sought a teaching position - an 
activity she particularly enjoyed, having always combined her work as an art critic with private 
lecturing. Since academic jobs were impossible to find, she continued in the art trade. In this, she 
did remarkably well on her own, considering the circumstances; she earned enough during the 
war to provide a livi /(i'g for both her invalid husband and herself. Interestingly enough, the only 
/ ' 
18 -Before emigration her name was Frohlich-Bume. 
19 -See Part I, Chap. 1. 
20 -See Behr, 'Dr Rosa Schapire ... '. 
21 -SPSL, 18617, f.517. 
22 -Lili Frohlich-Bume, Pannigianino und der Manieris/Ilus, (Vienna: Schroll , 1921) and Ingres, his Life and 
Art, (London : Heinemann, 1926). 
23 -Sax I to the Honorary ~cretary , British Federation of University Women, Sub-committee for Refugees, 
Crosby Hall, SPSL 18617, f.536, 9/09/1938. 
24 -Ibid. 
article she wrote between her emigration and her husband's death was one on the long forsaken 
caravaggesque female painter Artemis ia Gentileschi .25 It was the first article which fully 
recognised the talent of Genti1eschi without directly associating it with that of her father, Orazio. 
After the death of her husband, Frohlich-Bum was able to regain her position as a full-time art 
historian, regularly writing scholarly articles. This she particularly relished, since economic 
concerns had hitherto prohibited her from continuing research in art history. In a letter to the 
SPSL, she declared that from 1939 to 1945 she had 'neither time nor possibility to do any 
research work in [her] line as an mt historian' .26 
It was also an economic factor which made Grete Ring enter the art trade in 1919. 27 Once 
again, it shows that it was not by choice that women art historians left academia or, in Ring's 
case, the museum world.28 In Britain, Ring opened a new Paul Cassirer Gallery, later to be 
destroyed by a bomb during the Blitz.29 She then worked for private collectors and the British 
Art Council. Later, she promoted contemporary English art in the D.S. and sold several 
sculptures by Henry Moore to American museums.30 Long after her death, the memory of Grete 
Ring lives on, and her bequest of a rare group of nineteenth-century French and German 
drawings to the Ashmolean Museum in Oxford is but one of the many instances of gifts of art 
collections from refugees to British museums.31 It includes the only group of Nazarene 
drawings in Britain, and was offered as a token of the friendship which had developed between 
Grete Ring and Sir Karl Parker throughout her British career. 32 
Other prominent women emigre art dealers without previous academic training in art 
history include Annely Juda,33 Erika Brausen of Hanover Gallery, and the Viennese Lea Jaray, 
who owned a Gallery on St George Street and provided her compatriot Harry Fisher with his 
first experience in the art trade after the war. But the woman who had a major impact on the 
25 -Lili Frohlich-Bum, 'A rediscovered picture by Artemisia Gentileschi ', Burl. Mag., vol. 77, (1940): 169. 
26 -Frohlich-Bum to SPSL, 186/7, f.539, 2111111945. 
27 -Ben Nicolson, 'Grete Ring' , Burl. Mag. , vo\. 93, n0595, (1952) 297-98. 
28 -After submitting her ~fiesis in 1913, Ring had worked for the Alte Pinakothek in Munich and the National 
Gallerie in Berlin. ~. 
29 -Wend land, p.576. 
30 -Ibid. 
31 -See Colin Harrison, 'Sir Karl Parker (1895-1992) and the Print Room ', Ashmolean vo1.28, Spring/Summer 
(1995) : 10-1. 
32 -See Christopher White, 'Keith Andrews', Burl. Mag., vo1.l31, n° 1039, (1989): 707. 
33 -In 1933, Annely Juda was prevented, as a Jewess, from going to university where she intended to study art 
history. Once in England, i1\'~ 1937, she joined the Reimann School where she took fashion design courses and 
was determined to work, as her mother had, as a professional designer. See Mastelpieces of th e Avant-Garde, 
pp.181-82 . 
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post-war development of the international auction house Sotheby's was Carmen, Gronau. In 
1945, her husband, Hans Gronau, who had just been appointed as Old Masters' specialist, 
shared his post with his wife because of his deteriorating health. On his death in 195'1, she took 
over, thus becoming the first woman ever to reach such a position in an international auction 
house, a level she admitted she would never have dreamed of reaching in Gelmany.34 
The appointment of the Gronaus was, according to Frank Herrmann, one of the factors 
which allowed Sotheby's to overtake Christie's supremacy after World War 11. This single 
event demonstrates that emigre art historians could, owing to their expertise in under-studied 
subjects, make a niche for themselves in the British art world, in spite of all the obstacles they 
encountered. It is significant that Kenneth Clark recommended another foreigner to replace 
Tancred Borenius, the Finnish scholar, in the Picture Department.35 This does not mean that the 
British did not know Old Masters. They were historically well acquainted with the Italian, 
French, Dutch, and Flemish painters, whom they greatly appreciated,36 and were also great 
collectors of prints.37 During the 1930s and 1940s, the interest in Old Master drawings was 
especially orientated towards the abundant Masters of the Italian school rather than towards 
Northern Old Masters.38 
Campbell Dodgson, Arthur Hind, Karl Parker, and Arthur Popham will long be 
remembered in the world of museums for their specialist knowledge of Old Master drawings. 
However, Central European art historical training in the Old Masters' field, as well as in many 
other areas, often proved superior - because wider - to that of British mt specialists.39 In auction 
houses, foreigners were a particular asset, as many fields remained unclassified. For instance, 
until 1935 when the Tietzes undertook their catalogue of Renaissance Venetian drawings, these 
had remained unexplored telTitory, compared to Florentine Drawings.40 Being an Old Masters 
specialist, in those days, when competition for this speciality was not fierce in England, could 
enable one to acquire a fortune in a very short time. This is what Henry Roland noticed as a 
34 -Hofner-Kulenkamp, p.42. 
35 -Before World War II, the record price at a London sale had been the 1928 Holford Sale of Old Masters at 
Christie's, see Herrmann, Sotheby 's, p.357. 
36 -.From Manet to Manhattan, The Rise of the Modem Art Market, (New York: Random House, 1992): 282. 
37 -J.P. Heseltine, for instance, counted as one of the major print collectors. 
38 -See German Drawings from a Private Collection, ed. by J. Rowlands, (The Trustees of the British Museum 
by British Museum Press, 1984): 6. 
39 -U ndertrai ned for lack o{1rppropriate art historical education, see Part III, Chap. 1. 
40 -See Hans Tietze, & Erika Tietze-Conrat, The Drawings of the Venetian Painters in the 15th and 16th 
Centuries, (N.Y. : Collectors Editions, 1944). 
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commission agent for continental dealers ,41 and how Efim Schapiro acquired his, collection of 
Old Masters.42 
Of the 58 male art historians, only the hitherto mentioned Hans Gronau was directly 
employed by the art trade. Ludwig Burchard and Alfred Scharf, although closely acquainted with 
the trade, were art experts or consultants rather than being directly attached to a commercial 
establishment.43 In Germany, Burchard had already worked as an expert for great collectors 
such as Hermann and August Neuerburg in Hamburg and Cologne. 44 In London, he worked 
mostly for Count Antoine Seilern, as well as for galleries organising exhibitions on Dutch and 
Flemish art.45 Alfred Scharf also specialised in Old Dutch and Flemish Masters and, with 
Burchard, worked on a photographic project of Renaissance art at the Warburg Institute. Their 
highly developed interest in Old Masters could only be an asset for auction houses and dealers 
but, unlike their female colleagues, male art historians stuck to art history instead of 
wholeheartedly going in the direction of the art trade. 
Other fields also benefited from .the arrival of emigre dealers and art experts, sculpture 
being one of them. In the British art trade, before the arrival of the emigres, there was a lack of 
scholarly interest in Renaissance sculpture. Once again, this does not mean that the British 
ignored sculpture. The Grand Tour Exhibition 46 for instance, shows, that there was a keen 
interest in Classical antique sculpture, and so do the Elgin marbles and the V &A collection of 
copies of Italian sculpture. Classical and Neoclassical sculptures alike were bought by 
museums. The Albacini cast collection, for instance, was acquired by the Trustees Academy in 
Edinburgh in 1838.47 However, in this country, unlike on the Continent, there was a lack of 
interest in Renaissance sculpture among the private collectors : Italian XV 11th and XVIIIth 
century bronze sculpture was not collected, either. Unlike the Americans, the British were 
reluctant to bear the cost of transporting sculpture, a more fragile artifact. 48 On the Continent, 
41 -Henry Roland, Behind the Facade, (London: Weidenfeld and Nicolson, 1991): 23-24. 
42 -Bader, p.19. 
43 -Not to be mistaken f~ his son, Wolfgang BUI'chard, dealer in Chinese art first in London, then in New York, 
see Wendland, p.91 . :,< 
44 -See Wendland., p.91. 
45 -He organised, for instance, the Winter 1950 Rubens exhibition at Wildenstein 's : 'Peter Paul Rubens, Kt' , 
and a number of museum exhibitions in London and New York. 
46 -Grand Tour: The Lure of Italy in the Eighteenth CentUlY, ed. by A. Wilton and I. Bignamini, (London: Tate 
Gallery Publishing, 1996). 
47 -Helen Smailes, 'A History of the Statue Gallery at the Trustees' Academy in Edinburgh and the Acquisition 
of the Albacini casts in I1f1~', Journal of the HistOlY of Collections vol.3 ., n02, (1991): 125-44. 
48 -Another reason for the reluctance to collect sculpture was the primitiveness of transport arrangements from 
sales in the country itself. See Roland, p. I08. 
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two art historians, Wilhelm von Bode, who contributed to the establishment of the Prussian art 
collections, and Leo Planiscig,49 Director of the Sculpture Department of the Kunsthistorisches 
, 
Museum in Vienna, had promoted an interest in sculpture since the end of the nineteenth 
century. However, in England it was only after World War n that a serious scholarly interest in 
sculpture was shown through promoters like John Pope-Hennessy and his collaborators at the 
V&A.50 
The emigres promoted a new interest in the sculpture of these periods. Such was the case 
of A.S. Ciechanowiecki of the Heim Gallery. 51 This Polish refugee can claim to have been one 
of the people who promoted the soaring interest in sculpture in the Sixties in London. When he 
started working for the Heim Gallery, an establishment then specialising in furniture and 
decorative objects, he immediately began to specialise in sculpture, for which there were no direct 
competitors.52 It was only later that sculpture dealers such as Cyril Humphries and Daniel Katz 
established themselves as major competitors in the trade of sculpture. 53 If Ciechanowiecki is not 
to be considered as a refugee from Nazi persecution, his contribution to the British art world is 
still to be acknowledged as that of a Continental. Indeed, in Continental Europe, a strong interest 
in bronze sculpture had long been evinced by collectors such as Paul Wallraf from the Wallraf-
Richat1z Cologne family.54 
Similarly, the interest of Continental collectors in the Impressionist and Expressionist 
painters changed art trends after World War n. The latter artists were only progressively 
discovered through private collections, rather than via the ru1 trade. 55 It was only after the War -
and therefore nearly half a century after Roger Fry's Post-impressionist exhibition - that a 
public interest in French Modern Art developed on a larger scale in Britain. The famous 
Weinberg sale of 1957 is said to have 'changed Sotheby's character overnight'. 56 Peter Wilson 
and Carmen Gronau were involved for both sales, thus building up Sotheby's in the late 1950s. 
49 -Born in Gorizia (then Austria, now Italy), Leo Planiscig (1887-1952) emigrated to Italy in 1938. 
50 -Charles Avery and TO\l'Y RadC\iffe, two 'pupils' of Pope-Hennessy at the V &A, are early promotors of the 
field . Y' 
51 -See the forty catalogues of the Heim Gallery from 1957 onwards. 
52 -From personal communication with A.S. Ciechanowiecki, 3rd October 1996. 
53 -This trade was promoted by post-war studies by scholars like John Pope-Hennessy who noticed that the the 
study of Italian sculpture was not as developed as that of Italian painting. See Pope-Hennessy, The Study and 
Criticism of Italian Sculpture, p.viii . 
54 -On the Wallraf collection, see pp.193-94. 
55 -A major exception was J.~muel Courtauld who had given £50,000 to the Tate Gallery in 1923 for the 
purchase of French Impressionist paintings. 
56 -Herrmann, Sotheby's, p.35 1. 
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It was the first wholly Impressionist sale in London. 57 A year later, Erwin Goldschmidt, son of 
. 
refugee banker Jakob Goldschmidt, provided Peter Wilson, then Chairman of Sotheby's, with 
another triumph. In October 1958, Sotheby's sold seven of his highly 'important pictures', 
including Cezanne's still life 'Les Grosses Pommes' for $90,000, then a record price. 58 Owing 
to the new interest in the Impressionists the picture department soared ahead. Similarly, because 
of the Weinberg and the Goldschmidt sales, paintings coming from the US and the American art 
world looked in the direction of London and Sotheby's. 
Emigre Dealers Specialising in Contemporary Art: 
The interest in contemporary art is also noticeable. If some refugees went for safe options and 
chose to deal in Old Masters, others were more daring and traded in twentieth-century art. Alfred 
Flechtheim, the celebrated Berlin dealer, had difficulties similar to those encountered by Rosa 
Schapire in importing German expressionists. 59 Although he was helped by the Mayor 
Gallery,60 his attempts to make German Modern Art known remained unfruitful, and he 
eventually had to turn to the soaring market of French Impressionist art in collaboration with the 
New Burlington Galleries. 61 After the War, and because of the above-mentioned rising interest 
in contemporary art, dealers like Annely Juda, who specialised in Russian and Constructivist art, 
could be more daring. Juda's main competitor in the field of post-war art was Erika Brausen of 
Hanover GallelY, herself an emigre.62 
Some British dealers in contemporary art supported refugee artists, a task which was 
difficult due to the general spirit of distrust triggered by the unstable political context. 63 The 
hitherto mentioned New Burlington Galleries in London welcomed, in 1938, the Exhibition of 
Twentieth Century German Art, a response to the contemporary Entartete Kunst exhibition in 
Munich. On a more individual basis, the most acknowledged emigre artists were helped by 
already prominent London galleries; the Ben Uri Gallery specialising in Jewish art, and the 
Lefevre Gallery, which had strictly Continental inclinations, as well as the Beaux-Art and the 
57 -Ibid. , p.356. 
58 - 'Les Grosses Pommi s' was resold in March 1993 for £ 17M, see anon ., The Independent, Review (21 March 
1993): 67. ;'" 
59 -Cordula Frowein, 'Alfred Flechtheim im Exil in England ' , in Alfred Flechtheilll, Sal11l11ler, Kunsthiindler, 
Verleger, cat. of exh . (Diisseldorf: Kunstmuseum Diisseldorf, 1987): 59-63. 
60 -Ibid . pp.59-61 , the Mayor Gallery in London and the Gallerie Simon in Paris agreed to support Flechtheim 
in exile. 
61 -Ibid. p.61. Alfred Flechtheim shared his wide knowledge of French art with both Sir Geoffrey Agnew and 
Douglas Cooper, then co-director of the Major Gallery. 
62 -Mastelpieces of the ~ant-Garde . .. , p.184. Erika Brausen established herself at 'The Hanover Gallery', 32 
A St George Street from 1948 to 1970. 
63 -Behr, 'Dr Rosa Schapire .. .'. 
Drian Galleries.64 Before and during World War n, they provided a forum for refugee artists in 
. 
an English market which, by then, had hardly come to terms with the French Impressionists and 
, 
post-Impressionists.65 However, the audience being so restricted, refugees had to rely on their 
own circles to acquire an exhibition space of some sort, the most organised of these groups 
being the Free German League of Culture.66 But apart from these means, they were also helped 
out by refugee dealers. 
Roland and Delbanco also specialised in contemporary art. When they established 
themsel ves as dealers in contemporary alt,67 there were few businesses of the type in London.68 
Roland and Delbanco insisted on showing British art - British art, for them, also included the 
new British subjects, i.e refugee artists such as Martin Bloch, losef Herman,69 Katerina 
Wylczynski,70 and others. Henry Roland was a major collector of contemporary art.?l Indeed, 
he particularly appreciated losef Herman' s work, and organised Herman' s first one man show 
at their Cork Street gallery in 1946.72 
Before emigrating to England, Harry Fisher Cb. Heinrich Fischer) was manager of the firm 
Braumtiller, a famous Viennese bookshop. He then had his own bookshop in Vienna's 
Kohlmarkt, where he specialised in contemporary literature and later took over Frick, one of the 
largest Viennese bookshops. There, he set up a publishing firm and worked in partnership with 
WaIter Neurath, later heap of Thames & Hudson. In Britain, Fisher had a difficult start: he 
64 -Josef Hodin, 'Zum Geleit. The Continental British School of Art' , in 'Kunst im Exil in Grossbritannien, 
1933-1945', cat. of exh. of the Neue Gesellschaft fUr Bildende Kunst, Charlottenburg Castle, Berlin, 10 Jan.-
23 Feb. 1986, ed. by H. Krug & M . Nurgesser, (Berlin , Frblich & Kaufmann, 1986): 26. 
65 -After the war, refugee artist Fritz Salomonski became curator of the Ben Uri Gallery. Interview with Klaus 
Hinrichsen, IWMSA, p.72. Galleries dealing in French Modern Art were numerous . Apart from the Lefevre 
Gallery, the most prominent were the Agnew Gallery, the Leicester Gallery, and the New Burlington Galleries. 
66 -In the course of six years, from 1939 to 1945, the FGLC set up fourteen exhibitions of refugee art. See 
Cordula Frowein, 'Bildende KUnstler im Exil in Grossbritannien 1938-1945 ' , (Frankfurt: unpublished D.Phil. 
dissertation available in microfilm, 1993). 
67 -Thanks to the money of Delbanco's brother, a Hamburg businessman, they set up a shop at 19, Cork Street. 
Lilian Browse, who then worked for the Leger Gallery, in 1945. 
68 -Those which merely sp~:bali sed in contemporary art were: The Independent Gallery, the Lefevre Galleries, the 
,,.r, 
Leger Gallery, the Leicester" Galleries, the Mayor Gallery, the New Burlington Galleries, the Tooth Gallery, and 
the Zwemmer Gallery. 
69 -In their exhibition of 'British Paintings of the past 50 years' , November/December 1947, they included Josef 
Herman's 'A Moment of Rest', oil on canvas. 
70 -See 'Names to Remember', cat. of exh. , (London: Roland, Delbanco & Browse Gallery, June-July 1948). 
71 -Roland's collection was exhibited at the City of York Art Gallery in 1950 and at the City of Manchester Art 
Gallery, 21st June-12th August 1962. 
72 -See Joseph Herman, 'Reflited Twilights: Notes from an Artist's Diary' , (London : Robson Books, 1975): 93-
94: ' In time his (Roland ' s) enthusiasm became a strong link between us; he has often shown more belief in and 
fewer doubts about my work than I myself had or have'. 
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worked for publishers Bowes & Bowes for six months before falling ill but never returned to 
, 
the book trade after that and became successful in art dealing through Marlborough and later 
Fisher Fine Art. For a short while in 1947, after this experience at J aray' s Gallery, Fisher 
established himself in partnership with Frank Lloyd as a bookseller, his former occupation. 
They soon changed to art dealing and became the successful partners of Marlborough Fine Alt. 
While very little had been going on in the art world in wartime London, other refugee 
dealers who were not trained in art history, such as Jack Bilbo at his Modern Art Gallery or 
Harry Fisher and Frank Lloyd at Marlborough Fine Art also promoted contemporary art.73 Jack 
Bilbo's aim was to 'give the modern artist a free and unbiased platform and to create for the 
people an oasis of sanity and construction in a world of false values , believing in the necessity 
also for an intellectual fight against Hitlerism and all it stands for',74 The Crane Kalman gallery, 
established in 1953 was another gallery of contemporary art set up by an emigre, this time from 
Hungary. They also promoted emigre artists such as Martin Bloch.75 During the war, Francis 
Matthiesen, who only dealt with contemporary art after the war, helped his compatriots by 
organising a sale in aid of Lord Baldwin' s fund for the Refugees,76 
b. The World of Emigre Art Collectors 
If we now move on to the art collectors' world, unlike the hapless A.B.Heyer mentioned hithelto, 
some great collectors were lucky enough to keep and even expand their collections. The emigre 
art historian who contributed the most to the British art world is celtainly Count Antoine Seilern. 
Not only did he import the most important collection of foreign art into the country,77 i.e. the 
Prince's Gate Collection, now housed by the Courtauld Gallery, but he also anonymously 
donated important pieces to the National Gallery78 and a collection of 1,250 drawings to the 
British Museum Print Room in 1946,79 He also contributed to scholarship by sponsoring many 
art historians specialising in Old Masters. He hired Ludwig Burchard and Johannes Wilde as 
his closest collaborator§.i as well as Fritz Grossmann. A consortium of emigre art historians 
consisting of Roland, D~lbanco, and Francis Drey, who dubbed themselves the 'Fondaco dei 
73 -See Wolfgang Fisher, 'A Dealer of Flair' , Art and Artist, (Apr. 1978): 23 . 
74 -Jack Bilbo, Jack Bi/bo, an Autobiography, p.256: this sentence was written on his first invitation cards. 
75 -Martin Bloch, 1883-1954, Retrospective exhibition, 8-26 Oct.\974, Crane Kalman Gallery. 
76 -Sale of Venetian Paintings and Drawings, from 23rd February 1939. 
77 -See The Prince's Gate Collection, cat.ofexh., ed. by H. Braham, (London, Courtauld Institute: 198 I): VIII : 
'No English works of art are t~be found here'. 
78 -Such as a Van Dyck portrait, see The Prince 's Gate Collection, p.x . 
79 -Ibid. 
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Tedeschi', bought for Seilern the Master of Fh~malle's Tryptich, now called 'the Seilern 
. 
Tryptich', a masterpiece of early Netherlandish panel-painting.80 The Seilern collection, 
, 
acquired through family wealth,81 spans over six centuries, from the thirteenth to the twentieth 
century. Count Seilern's taste for contemporary art was visible in the building of 59 Prince's 
Gate itself for which he hired his painter friend Kokoshka to decorate the ceiling.82 He was also 
a great Kokoschka collector.83 
Among the emigre art historians, few were rich enough to become genuine art collectors. 
However, some were by tradition more inclined to become so than others; Rudolf Wittkower, 
like Count Seilern but through different circumstances, came from a wealthy milieu which 
collected works of art. 84 His family's background was that of the Hofjuden as he was 
descended from the Berlin Ephraim family. In Berlin, from the 1880's to the 1920's and under 
the aegis of Bode, a great emphasis had been placed on collecting. 85 This activity was a bonus 
for Britain, in the long and the ShOlt term alike. 
Edmund Schilling, another German art historian and collector, bequeathed the largest part 
of his collection of German and Italian Old Master drawings to the British Museum. Schilling 
had very early on, as Assistant Director of the Stadelsches Kunstinstitut in Frankfurt, been 
acquainted with rich art collectors. It was under his guidance - as well as with the assistance of 
Georg Swarzenski, the museum Director - that Robert Von Hirsch started building up his 
collection after World War 1.86 But unlike the previously mentioned collectors, Edmund 
Schilling had not 'inherited' his taste for collecting. His was of a far more scholarly nature. It 
started in a period of lesser splendour - World War 11 England - when money was scarce and 
primary study material difficult of access. 87 Amidst the soaring interest in collecting, drawings 
80 -Roland, Behind the Facade, p.44 . . 
81 -The Seilern family was were linked by mmTiage to some of the first families of the Austro-Hungarian 
Empire. Johann Friedrich Seilern (1645-1715) had been Austrian chancellor, see Hennessy, J., SOll1e Seilern 
Mellloirs, (London: Odysseus Publications, 1974): 105. 
82 -See Kokoschka: Printi Illustrated Books, Drawings in the Prince's Gate Collection, Cat. of exh. 9 Sept.-
280ct. 1992 ed. by H. Bd'ham, (London: Courtauld Institute, 1992): vii. The fresco for this ceiling is now in 
Hamburg. 
83 -See ibid. 
84 -Wittkower's collection was sold, together with those ofPope-Hennessy and Richard Krautheimer, on January 
10 1996 at Christie's, New York. 
85 -Max 1. FriedliJnder, Rellliniscences and Reflections, ed. by R.M. Heilbrunn, (London : Evelyn, Adams & 
MacKay, 1969): 103. 
86 -See Mastel1Jieces of thJ!;:rR. v. Hirsch sale at Sotheby 's, p.ix. 
87 -See German Drawings from a Private Collection, ed. by J. Rowlands, (The Trustees of the British Museum 
by British Museum Press, 1984): 6. 
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had particularly gained in popularity in the next half of the century.88 Schilling \yas therefore 
lucky enough to start collecting Northern drawings at a time when the British were not yet 
, 
interested in them.89 
Grete Ring's collection of drawings of the Nazarene School bequeathed to the Ashmolean 
Museum has already been mentioned.90 On a more modest scale, art historian Peter Brieger 
gave his parents' pieces of furniture, designed by Hans Polzig, to the Fitzwilliam Museum in 
Cambridge. 
c. Emigre Art Book Publishers: the examples of the Phaidon Press and Thames 
and Hudson 
Book dealers and collectors trained as art historians also had a major impact on the development 
of scholarship. In art history, Aby Warburg's library is obviously the main blessing, but if we 
look into the diffusion of art historical knowledge through publishing, other individuals helped 
in the development of rut scholarship in Britain. 
The publishing business, on which art history, art dealing, and art collecting strongly 
depend, also owes a great debt to refugee art historians. In this area, the Central Europeans who 
had traditionally been more advanced in publishing techniques, had a great deal to contribute. 
The most important change in British publishing of the Thirties, i.e AlIen Lane's 
innovative development of the paperback book, was British. But it was actually adapted from the 
idea of the German publishing house Tauchnitz which, in the mid-nineteenth century had, from 
the beginning of its series, used paper covers. 91 The geopolitical forces of the Thirties brought 
about great changes in British publishing, and favoured influences coming from Central Europe. 
With their strong heritage in book-making, the emigre publishers contributed a great deal to this 
ever-growing business. Victor Gollancz and Anton Zwemmer were among the publishers who 
arrived in the 1920s, attracted by the boom for private presses in England and seeking to escape 
from rampant inflation in Central Europe. Zwemmer, a Dutch art lover, started publishing co-
editions of German ar('books in 1925, two years after he opened his bookshop. 92 In the 1920s, 
before the creation of the Courtauld, Ellis Waterhouse believed that Zwemmer 'was the nearest 
88 -Herrmann, Collectors, pAOO. 
89 -This also applies to the collection of trained art historian Wilhelm Houben, bequeathed in 1995 to the 
Wilhelm Lehmbruck Museum in Duisburg, and to the photographic collection of Helmut Gernsheim, acquired 
by the University of Austin , Texas in 1964. 
90 -pp.190-91 . (.t~ 
91 -John Feather, A Histol )' of British Publishing, (London : Routledge, 1988): 206. 
92 -Halliday, p.70. 
approach, for anyone wanting to study the history of art, to what the Courtauld has since 
, 
become' .93 Publishers who came as a result of Nazi persecution include, among the most 
, 
famous, Robert MaxweIl, Paul Hamlyn, Tom Maschler, and George Weidenfeld.94 Their 
success was due to the unprecedented demand for books during World War II95 and to the new 
concepts in publishing they imported. This demand for books was accompanied by a paper 
rationing scheme, implemented from April 1940 to 1949,96 which forced the newcomers to think 
of new strategies. The examples discussed below describe these methods and explain why their 
tactics were palticularly welcomed.97 
The special success of art publishing houses lies in the flair of their founders who, upon 
arrival in Britain, felt that there was a desperate need for art books of quality. Art historians were 
already well-trained as editors of various journals,98 and in some cases continued this occupation 
in exile, as seen in the case of Pevsner .99 The latter's experience in editing, encouraged by 
Penguin Managing Director Allen Lane, lOO led him to develop a critical eye for book design. As 
a result, Pevsner often complained about its paucity in Britain. For instance, he found fault in the 
book design publication policy of the publishing house "Studio". In a book review in support 
of Dorothy Stroud's The Architecture of Sir John Soane, he remarked: 
'There is Miss Dorothy Stroud knowing more about Soane than anyone has 
ever known before [ ... ] and what do Messrs Studio print? Nine pages of 
introduction by Professor Hitchcock, 8 pages of text by Miss Stroud [ ... ] and 
the text must be printed on a kind of genteel cardboard to let the book appear 
more substantial than it is, and yet, how substantial could Miss Stroud's 
Catalogue Raisonne have been if it had been published properly, as it would 
have been in Germany, in Italy, in the U.S., in the case of an architect of theirs 
93 -In Anton ZWelllll1er, Tributes from 'some of his Friends on the Occasion of his 70th Birthday (privately 
printed, 1962), quoted from Halliday, p.13. 
94 -Not to mention Andre Deutsch and Ferenc Aldor, both Hungarian, partners in Mayfair in a best-sellers' 
business and the Austrian publisher Eugen Prager. Baedecker was also temporarily transfered to the U.K. 
95 -Feather, pp.215-217. i 
96 -Ibid. Y 
97 -In the case of book designing, British editors acknowledged this poverty. See David McLean, 'Design and 
Production', The Guardian, (Oct. 1961) : 17; 'A mass of British books are not designed at all'. Referring to the 
work of Gotthard de Beauclair, designer for Insel Verlag from 1928, the editor of 'Motif continues: The only 
parallel in this country is Penguin Books, who have also employed a top book designer to impose a high 
standard and unity of design on a large scale output'. What the author does not say is that this designer, Hans 
Schmoller (Berlin 1916-1980's), was himself an emigre designer. 
98 -e.g. Cohn had edited OsJpsiatische Zeitschrijt, Ernst Kris had been co-editor of Imago whilst in Vienna. 
99 -See Part 11, Chap. 2. 
100 -Ibid. 
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of the calibre of Soane' .10 I 
Pevsner blames both the visual quality of this publication and its conception which , 
revealed the publisher's lack of concern for art history. As a result, art books were ranked in the 
category of luxury products, as expressed by a Time & Tide critic in 1937 who wrote: 
English books and art reproductions, though often quite excellent, are nearly 
always much too dear for the ordinary person's pocket; so that picture books 
which are both good and cheap are nearly always written in a foreign 
tongue. 102 
Actually, even Zwemrner's co-editions were far from cheap as they were mostly limited 
editions. 103 One had to wait until the arrival of the now most celebrated art book publishers in 
Britain, i.e. Phaidon and Thames & Hudson, to obtain affordable books. The strength of these 
two publishing houses, run by emigre art historians, lay in the special attention they paid to the 
visual and conceptual qualities of their publications. In Kunstgeschichte: American Style, Colin 
Eisler noticed the influence of refugees from the Third Reich on American art publishing. 104 
Similarly, the second half of this chapter will attempt to demonstrate the great part that art 
historians played in the art book venture in Britain. 
a-The Phaidon Press: 
The Phaidon Press was established in 1922105 Vienna by two former school friends, Bela 
Horovitz and Ludwig Goldscheider, who was trained as an art historian. The Phaidon Verlag 
first published deluxe editions of poetry and Belles Lettres. From 1924, they published 
extensively illustrated editions of standard classics at low prices (4.80 DM),106 and from 1930 a 
series of major works in Cultural History 107 suitable for an international mass market. This 
series included among other works, Jacob Burckhardt's Time of Constantine the Great, 
Theodor Mommsen's History of Rome, and Ranke's HistOlY of the Popes. 
101 -Anon., 'The Lovely Genius of Sir John Soane', The Guardian, (Oct. 24 1961): 6, book review of Dorothy 
Stroud's The Architecture of sir John Soane, (London: Studio, 1961). 
102 -Time & Tide, 1937. i 
103 -See Halliday, p.41. :". 
104 -Eisler, ' Kunstgeschichte American Style', pp. 602-3. 
105 -E. Fischer, 'The Phaidon Press in Vienna', The Impact of Art Books, Bela Horovitz, the Phaidon Press and 
Art Publishing, 1923-1967, a Conference at the Victoria and Albert Museum (London: 7 April 1998). 
106 -Ni gel Spivey, 'For Ordinary Mortals, the Birth of the Phaidon Press and the rebirth of "aura"', TLS, (3rd 
April 1998): 14, writes that when their book Van Gogh was released in English, it cost ten shillings and 
sixpence which was 'akin to the sixpenny Penguins launched by Alien Lane in 1935 [ ... ] As for a substantial art 
book at the time - some tome'f.tom Studio or the Clarendon Press - it would normally be reckoned in terms of 
pounds, not shillings.' 
107 -In their series entitled: Hauptwerke de,. Kulturgeschichte. 
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Horovitz, who dealt with the marketing and business side of things, is considered the 
, 
inventor of two new concepts in art book publishing. Firstly, the high quality book in the field of 
the arts was a trademark of the Phaidon Press from its inception. From 1923 to 1924; Phaidon 
had a bibliophilic phase and published hand-set literary books, all printed on handmade paper 
and handsomely bound. 108 The refined book design was conceived by Goldscheider, who later 
also wrote for the Press. Each writer published was given an elegant face-type appropriate to the 
author's style. 109 Goldscheider's art historian's eye was essential when they started publishing 
the illustrated works of great historians and, eventually, art books. His Donatello is an example 
of the revived interest in bookbinding which he brought to the Press, and his Art without Epoch 
shows his love of photographic details. A large format Van Gogh, published in 1936,110 and 
which sold over half a million copies, was Horovitz's first such venture in the field of cultural art 
histOlY, with many illustrations and aimed at a mass market. 
The second innovative concept devised by the Phaidon Verlag was that of international 
publishing. The plate sections and the illustrations of Phaidon books - then issued in 
photogravure, collotype, or letterpress - were printed separately. Photogravure combined good 
quality, good details, and economical rates, as a large number of prints were derived from one 
engraved plate and printed on the same print form. Captions in a foreign language were 
overprinted. The text was then bound with the illustrations so that a complete book was 
, 
produced in each foreign language. I I I At first, for foreign editions, only captions in the volume 
of plates were translated. The other PaIt, the catalogue, was available to the reader of any countly 
only in English. I 12 Even today, many Phaidon books are still co-edited. The publication of 
books with large print runs - using the same illustrations and published simultaneously in 
several languages for different markets - reduced the cost of each copy, thus combining high 
quality books with a competitive price. 113 The expense resulting from the use of illustrations 
meant it was still profita,9le to print the greatest possible quantity of books. 
The technique usea by Horovitz was that of Volksausgaben, i.e. the books were not priced 
108 -The Phaidon Press, a BriefHistOl)" 1923-1973, Jubilee Catalogue, (Oxford: The Phaidon Press, 1973): 2 
109 -Fischer, 'The Phaidon Press in Vienna'. 
110 -The Phaidon Press, a Brief History, p.4. 
111 -Personal communication with Alice Hammond, Librarian, The Phaidon Press, London, 29 Jan. 1997. 
112 -See letter to Fritz Grossrftann by Bela Horovitz, I st Dec. 1953, Fritz Grossmann estate, Box 10, Kress 
Folder, about the Bruegel paintings. 
113 -The Phaidon Press, a Brief History, p.4. 
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on their market value but on their quality. 114 This entailed what Horovitz called 'the disaster 
, 
theory'; 115 for any publication, a wrong estimate of sales did not matter as long as the books 
, 
were good. Indeed, if the books were good they would eventually sell and there would be in the 
long run at least a low margin made on the publication. 
The development of these two concepts of good quality allied with international sales 
revolutionised art publishing. It democratised I 16 art by taking art books out of the hands of the 
connoisseur alone. This was soon perceived by Stanley Unwin, 117 President of the National 
Congress of Publishers, who played a major role in transferring the Phaidon Press. After Hitler 
annexed Austria in 1938, Phaidon moved to England, where it continued and flourished with its 
tradition of high quality books produced for a mass market, and even became more outward-
looking in its merchandising. English publisher Sir Stanley Unwin, of George Allen and Unwin 
Ltd, was responsible for the successful establishment of Phaidon and for assisting other emigre 
publishers. I 18 A familiar of the German book trade, for which he had worked from 1903 to 
1904,119 Unwin bought all of Bela Horovitz's stock before the Anschluss so as to save the 
Press from being taken over by Nazi art publishers. 120 He even succeeded in having Phaidon 
books sold in Germany - where they had been previously banned as Jewish - by taking over the 
company, changing its name and publishing in the English language. 121 Dr Horovitz and Dr 
Goldscheider handled the editing, while the title page of books bore the label George Allen and 
Unwin Ltd for the first fourteen years until they separated in 1949. 122 
Unwin foresaw Phaidon's contribution to art publishing in England. He qualified the 
arrival of Phaidon in England: 
of outstanding importance, nothing less in fact than a scheme to give the 
British public for round . 10/6 per volume, art publications containing 
114 -Fischer, The Phaidon Press in Vienna'. 
115 -Harvey Miller, 'Phaidon and the Business of Art Publishing ', The Impact of Art Books . .. 
116 -Nigel Spivey used this term in 'Art Books and Democracy : the posthumous life of Vincent Van Gogh', The 
Impact of Art Books . . . i 
117 -For the role Stanley U'tiwin played in the transfer of the Phaidon Verlag, see Part J, Chap. 3. 
118 -Otto Baedecker, nephew of the Managing Director of Baedecker, was invited to London by Stanley Unwin, 
who supervised the temporary distribution of Baedecker books in the UK. Source: Bryan Ryder, Archivist, 
Publishing Archives, University of Reading. 
119 -Valerie Holman, 'Art books against the odds: Phaidon in England, 1938-50' , The Impact of Art Books . .. 
120 -Stanley Unwin, The Truth ofa Publisher, (Oxford: Phaidon, 1952): 223. 
121 -Ibid. pp.224-25 . 
122 -Ibid. p.226. It is actua(~ the name of G. Alien & Un win on Phaidon's title page which was a catalyst for 
the dispute between Unwin and Horovitz which led to their separation in 1949. See Publishing Archive, 
University Library, Reading, George Alien & Unwin archive, AUC 204/9 and AUC 418/12. 
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reproductions both in number and in quality in excess of what a publishe~' 
would normally hesitate to provide for £2.2s .. .In the past publishers have 
maintained that no such market for popular priced works in art existed in the , 
U.K. The question will now be tested and we shall discover whether as in 
music and other fields there is a large public ready for the best so soon as it is 
brought within reach. 123 
The response from specialists to this promotional campaign, in which Unwin included the 
first three Phaidon booksl24 to be translated into English, was ambivalent. The negative 
response from a non-specialist retailer who wrote: 'The paintings of Rembrandt quite frankly, I 
found monotonous both literally and metaphorically. It has to be remembered, I think, that the 
general English public is not so "art conscious" as the German ... ' 125 conveys the 
unfamiliarity of the book sellers with good alt publications and of the general public with art. A 
proof of the latter is the poorer performance of early Phaidon Italian art books, compared to their 
series of English art books launched in 1944.126 Unwin reported to Horovitz that the response 
from the book trade had been deplorable, as most book sellers were 'obsessed with the idea that 
there is no market in England for art books .. .' .127 Conversely, the specialists expressed 
admiration for the English works of Phaidon and recognised their use for the general public. 
David Talbot-Rice explained that the Phaidon books would provide the "Museum without 
Walls" ever so needed in Britain: 
the specialist could' always consult such expensive books in the few libraries 
which possessed them, though it was often - especially if he lived out of 
London - at very great inconvenience to himself. But now ... he will be able to 
own complete monographs without any financial difficulties [ ... ] the real 
importance of the series seems to [ ... ] be of far wider scope than that of being 
useful to specialists. It opens a whole new sphere in the field of "art 
appreciation" and its dissemination [ ... ] the only way to learn about a 
particular painter is to look and compare one with another all his works. This 
has hithelto been something extremely difficult to do, even for the specialist; it 
has been practically impossible for the amateur. With this series available, all 
1: 
.. ' 
123 -Stanley Unwin to fifty art specialists, 11 March 1937, Publishing Archive, University Library, Reading, 
George Alien & Unwin archive, AUC 52/5 . 
124 -Van Gogh, The Paintings of Rembrandt, The Paintings of Egypt. 
125 -Cadnes Page, Harrods Ltd ., to Stanley Unwin, 18th March 1937, Publishing Archive, University Library, 
Reading, George Alien & Unwin archive, AUC 52/5. 
126 -Augustus John and Wilson Steer were reprinted the same year as they were published, while Goldscheider's 
Bellini and Pope-Hennessl~Siennese Painters were hard to sell. 
127 -Stanley Unwin to Horovitz, 10th March 1937, Publishing Archive, University Library, Reading, George 
Alien & Unwin archive, AUC 52/5 . 
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the difficulties are banished. 128 
This opinion demonstrates that the lack of development of art history, or "art 
, 
appreciation", was partly due to a lack of appropriate books. The immediate success of the 
catalogues of the Royal Collection at Windsor reveals this blatant scarcity. The series was so 
popular that book sellers were asked, in a time of paper shortage, to only order the minimum 
quantity required to satisfy the most important needs of scholars and students to whom the 
volumes were primarily intended. 129 
Through Ludwig Goldscheider, the links between emigre art historians and the Phaidon 
Press remained very strong after the war. The best example remains the incredible success of 
Phaidon's best-seller, Gombrich's The Story of Art, which has sold, to this day, in excess of 5 
million copies worldwide. The Story reflects the emphasis on conceptual as welI as visual quality 
- a special Story of Art paper having been devised for this book _130 and on mass circulation, as 
25,000 copies were printed for the first edition. It also reflects the strong belief in the civilising 
value of books shared by Horovitz and Goldscheider from the beginning of Phaidon, which was 
named after both the Socratic dialogue and Moses Mendelsohn' s work. 131 Indeed, an American 
project to transform The Story of Art into a text-book was turned down by its author lest it 
would put students off art and stray from the original purpose of the book. 132 
Other exiled art historians who worked for the Phaidon Press include William Cohn, Fritz 
Grossmann, Ludwig Miinz, Grete Ring, and Rudolf Wittkower among those who settled in the 
u.K. Otto Benesch, William Suida, Hans Tietze and his wife Erica Tietze-Conrat, all of whom 
found refuge in the V .S., were also among Phaidon's contributors. Among the early 
monographs published by Phaidon were works on Van Gogh, the French Impressionists, 
Botticelli, Raphael, Donatello, and Leonardo da Vinci. But Phaidon was also praised for opening 
up to the wider public comparatively little-known fields so far reserved to specialists, unlike the 
majority of publications on art of the time. 133 Phaidon publications are believed to have 
contributed greatly to th~: growth of public interest in the visual arts since World War H. The 
!l' 
128 -Talbot-Rice to Stanley Unwin, 24 February 1937, Publishing Archive, University Library, Reading, 
George Alien & Unwin archive, AUC 52/5 . 
129 -Horovitz to Philipp Unwin, 27 May 1944, Publishing Archive, University Library, Reading, George Alien 
& Unwin archive, AUC 52/5. 
130 -Miller, 'Phaidon and the business of art publishing'. 
131 -Ibid. 
132 -Ibid. 
133 -Review of Grete Ring's French Primitive Paintin.g, A Century of French Painting 1400-1500, (Oxford: 
Phaidon, 1949), TLS 100: 1950. 
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arrival of cheap good quality art publications opened the possibility for an art book market to 
. 
develop in England, thus offering opportunities for other art publishers , among them was 
Phaidon's direct competitor: Thames and Hudson. 
b-Thames and Hudson: 
In the late 1920's, WaIter Neurath (1903-1967 134) studied philosophy and art history under 
Josef Strzygowsky in Vienna, his hometown .135 While still a student he organised 
exhibitions 136 and, on leaving university, he worked in Harry Fisher's Viennese bookshop. 137 
When forced to find refuge in Britain in 1937 he joined Adprint, a publishing firm specialising 
in greeting cards which had been started by Wolfgang Foges, another Viennese emigre. 138 
Because of the paper rationing scheme, Foges and Neurath resorted to a new method, 'Book 
packaging' . This operation involves the choice of titles and authors, as well as picture-
researching, designing, supervising the production of books sold to other publishers under their 
own imprints, thus reducing costs for the publishing house which does not actually print the 
books. As production editor at Adprint, Neurath started "Britain in pictures", a series of books 
based on photographs, published by William Collins. 
When WaIter Neurath and his wife Eva started Thames and Hudson in London in 1949, 
they brought 'book packaging' into play. This enabled them to 'think big' and establish 
themselves on two continents. They bought and sold book packages in order to reduce the unit 
production costs of illustrated books and could then increase print-runs. Extra sets of 
illustrations were sold to or bought from European publishers, and the texts were translated and 
then bound up with the illustrations in the U.K. Such was the case for English Cathedrals, the 
first large size book published by Thames and Hudson, based on the photographs of Martin 
Hiirlimann, a Swiss photographer and music critic. This technique made WaIter Neurath the 
'father of international co-publishing' and quickly assured his company of international 
success. An article marking the tenth anniversary of Thames & Hudson mentioned that they 
had: 
'produced somei§f the most ambitious picture books ever published in this 
country, and hav~sold them in numbers which ten years (before) would have 
been considered improbable and at prices which have won the surprised 
134 -See anon. , 'Obituary: Waiter Neurath', The Times, (Sept. 27th, 1967): 10, and anon., 'Waiter Neurath : 
Tribute' (Oct.3rd, & Oct. 5th, 1967): 12. 
135 -Interview with Mrs Eva Neurath, London, 3rd Feb. 1997. 
136 -Ibid. 
137 -Trevor Craker, Openin!f;4ccounts and Closing Memories, (London : Thames and Hudson, 1985): 8. 
138 -Adprint also employed graphic artist Frederick Hem'ion (1914-1990), who, in the last years of the company, 
was employed as Art Director. 
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gratitude of thousands of readers. 139 
This early tribute to Thames & Hudson summarises the valuable assets on which the 
, 
company based its success from the outset, i.e the primary emphasis on quality combined with 
low prices achieved through international co-publishing. 140 
As in the case of Phaidon' s books, the quality was achieved through a scrupulous 
attention to detail and a particular emphasis on the choice of photographs. WaIter Neurath 
understood a great deal about paper, design, and typography, and hired a team of well-trained 
designers, some of them being refugees like Ruth Rosenberg, an art history-trained book 
designer. At the time, English publishers mostly concentrated on literature, and the skills of 
emigre designers, acquainted with a long Central European tradition of typography and book-
making, was a major asset. Rosenberg reports that when she arrived in Britain in 1936, 
'illustrated books were a rarity and [ ... ] in this I was twenty years ahead' .141 Thames and 
Hudson was the first publishing house to make extensive use of photographs and made a 
success of it through their World of Art series. It also started a Pictorial biographies series at a 
time when such books had not yet seen the light of day. 142 Another strength of Thames & 
Hudson resides in these collections which brought the consistency required for quality 
publishing and show a major educational concern which, in the case of art books, has been a 
major strength in a country where art education was yet underdeveloped. 143 
In 1951, a TLS reviewer wrote: 
For too many years, books about British art and artists have been 
manufactured middle-brow productions. Such books, that is to say, were really 
"popular" in the worst sense, and cannot be respected either as history or as 
criticism'. This reviewer later encourages the initiatives of those who, 
'conscious of their responsibility towards the public, have taken the admirable 
step of looking for their · authors among the personalities of the museum 
world. 144 
139 -Anon., 'Picture Books and Reviewers ', TLS, (21st Feb. 1958): 101. 
140 -International co-pub~fshing did not mean having all the technical work done abroad. In a letter to the TLS, 
(p. lO I, 1958), Waiter NeJ~ath , in response to letters by Geoffrey Grigson and James Dearden on the subject of 
'Picture-books and reviewers', acknowledged his debt to British engravers: 'although a great deal of (Thames and 
Hudson's) photogravure and colour printings is done on the Continent, the blocks from which much of (their) 
fine colour work is produced are in fact the product of the care of British process engravers, and our experience 
permits me to say, without hesitation, that such craftsmanship is the finest in the world' .. 
141 -Po Weideger, The Books of Ruth', Independent , (15 July 1991): 41. Rosenberg had been trained as a 
picture researcher under Kurt Korff, later editor of Life Magazine. 
142 -Craker, p.47. 't';r 
143 -See' Art historical education and the emigre scholars' , Part Ill, Chap. 1. 
144 - 'The British Artistic Outlook', TLS, Special Section, (24 Aug. 1951): xvi. 
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Like Anthony Blunt who considered the Phaidon art books to be 'a thumph of 
publication',145 Herbert Read acknowledged both the literary and visual quality of Thames and 
Hudson books. In a tribute to WaIter Neurath, he declared that the Viennese publisher had 
'transformed the technique of art education by providing the teacher and student with necessary 
tools' .146 He dubbed this contribution 'visual communication', 147 which should remind the 
reader of the present thesis of 'the art of visual education', the qualifier Read had used to 
designate the museological activities of the Warburg Institute during World War 11. 148 This 
shows the cultural contribution of emigre art historians . Just like Goldscheider and Horovitz 
who believed in the civilising value of art books, WaIter Neurath was convinced that: 
publishing represents the closest possible relation between commerce and 
culture [and that] works by scholars are now welcomed by a wide public not 
because they have been written down but because their many illustrations give 
them immediate visual appeal. 149 
Nevertheless, the praise for well illustrated books was not unanimous. Indeed, as in the 
case of many new techniques, it was severely judged by intellectuals who first saw in them a 
threat. This platonic view was formulated by WaIter Benjamin who, in The Work of Art in the 
Age of Mechanical Reproduction, claimed that photographs of art works endangered the "aura" 
of the work of art. 150 This stance was shared by the reviewer of Erna Auerbach's Tudor Artists 
who wrote: 'the multidinous readers of the lavishly illustrated text-books of which the facilities 
for photographic reproduction and the present fashions in reading have encouraged a too 
abundant flow from the press' . 151 Similarly, in an article on typography and illustration, a TLS 
reviewer expressing admiration for the books of the Swiss publisher Skira, mixed his eulogy by 
adding the following warning: 'In fact one may begin to wonder whether coloured reproductions 
are not getting dangerously good, capable of giving so much pleasure to be derived from them 
that there is a risk for people forming their judgment on these alone' .152 Again, the historian of 
photography Helmut ~ernsheim, in his standard book History of Photography, dismissed 
~.~y; 
145 -Anthony Blunt to Stanley Unwin, 24/03/1937, Publishing Archive, University Library, Reading, George 
Alien & Unwin archive, AUC 52/5. 
146 -Herbert Read, 'Waiter Neurath: Tribute ' , TLS, (Oct. 5th, 1967): 12. 
147 -Ibid. 
148 -See Part n, Chap.2, p.17l . 
149 -Waiter Neurath, 'The International Movement in Publishing' , The Guardian, (24 Oct. 1961): 14. 
150 -See Spivey, 'For Ordi~y Mortals, the Birth of the Phaidon Press and the rebirth of "aura"' . 
151 -Anon., 'Tudor Artists', TLS (1954) : 789-9\. 
152 -Anon. , 'Typography and Illustration ', TLS (19 March 1949): 192. 
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colour photography with only a brief reference to it. 153 Emigre art historians were reluctant to 
. 
use colour photographs for didactic reasons, as opposed to the above-mentioned more elitist 
standpoints. Black and white slides emphasise contrasts but give fewer preconceIved ideas on 
colours. When Edgar Wind engaged in building up a collection of photographs and slides at 
Oxford, he strongly recommended the use of black and white, 154 and Pevsner's popular lectures 
were always purposely illustrated by black and white slides. 155 In the tradition of Aby 
Warburg's Mnemosyne , they saw black and white photography as a historical document per 
se. 156 
However, as previously mentioned, it is colour reproductions which brought emigre art 
publishers to the fore. The cultural and popularising values of art publishing brings us to the 
conclusion that refugee art publishers were instrumental in breaking new ground which widened 
art interpretation and the art audience. Thus, innovations in post-war U.K. publishing were a 
direct influence deriving from the Continental awareness of the power of the visual mts. 
153 -Helmut Gernsheim & Alison Gernsheim, History of Photography, (Oxford: O.U.P., 1955). 
154 -See Mrs Edgar Wind's 'Various Matters Concerning the Chair. . .', p.6. At Cambridge, Michael Jaffe 
recommended the same thing. 
155 -Observations by 1.'f,iawcett, in 'Nikolaus Pevsner: 1902-83, a Symposium of Tributes' , The Architectural 
Review, vo\. 174, (1983) : 5-10. 
156 -See Saxl, Lectures, p.357. 
Conclusion 
When Adrian Stokes died, John Russell, Art critic of the New York Times, wrote: 
He never wrote to order, that is to say, or in terms of anyone discipline. 
Reared at the time when there was no such thing in England as academic art 
history, he never sought to break down that immunity. He knew nothing of the 
seminar, nothing of the slide library, nothing of the struggle to keep up with 
what often is not worth reading in the first place. He had inherited a little 
money, and he lived on it as a free human being. He wrote what he liked when 
he felt like writing it, and it did not at all deter him that his audience was not 
large. I 
This thesis has shown that this quotation could be reversed in the case of emigre art 
historians: they imported their educational and systematic methods and, often urged by a lack of 
resources, tried to appeal to a wide public while struggling to maintain their academic standards. 
The up-rooting of art historians, although inevitably coupled with difficult circumstances, was 
revolutionary for the development of our discipline in Britain. This dissertation has shown the 
extent of this influence in both intellectual and practical domains. 
In the theoretical realm, the post-1933 emigration of art historians shaped new attitudes 
towards art. For the emigres, the establishment of art history was closely associated with a 
requestioning of methods due to the encounter with art appreciation, the experience of 
persecution and the adjus tment to a new language. For British art theorists, the emigres' 
influence was felt in their socialfMarxist contextualising and more especially in their attention to 
art as a historical discipline rather than an appreciative experience. The British acknowledged a 
need for a more scientific approach while remaining very attached to their tradition of art 
appreciation, as demonstrated in the ambivalent reactions of Kenneth Clark.2 A similar 
phenomenon applied to the British attitude towards art historical education.3 
Art historical education was mostly created institutionally by emigre art historians. If the 
British art scene was p~?fessionalised through this influx of scholars, the British also defended 
approaches which pro!hIoted art appreciation in education. Methodologically, the emigres 
imported their encyclopaedic thoroughness, their cataloguing techniques and their use of 
photography which contributed to their innovative, didactic techniques. However, two decades 
after Peter Lasko's assertion that 'There can be no doubt that art history in Britain has come of 
1 -See Read, R., 'Art Critici's~ versus Art History ' , Art History vol. 16, n04, (Dec. 1993): 519. 
2 -See Part II, Chap. 1 and Part Ill, Chap. 1. 
3 -See Part Ill, Chap. 1. 
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age and has joined the great European tradition',4 one can ponder and notice that the process of 
, 
making art history available in British universities slowed down after emigre art historians 
stopped their activities. One could for instance note that, when Edgar Wind retired as Professor 
in 1967, there was a thriving art history Department at Oxford, with a Chair in art history as well 
as three other lecturing posts . He was succeeded by Fl'ancis Haskell whose initial desireS to 
create an undergraduate course did not materialise.6 One should not therefore keep questioning 
the use of art history,7 but rather its poor development at an academic level in Britain, in spite of 
the efforts of a previous generation of scholars. 
In museology, the emigres were instrumental in introducing new subjects ranging from 
Continental to Asian art. They were also experimental in the display of artifacts through their 
wider use of photography. However, their emphasis on didactics seems to have been a 
consequence of wartime more than an imported phenomenon. The last chapter has shown that 
this practical influence extended to other areas like art collecting. Emigre art dealers and 
collectors, as well as bringing their expertise to Britain in little known areas of art, also 
contributed to the development of new trends in collecting. In art collecting, the Central 
European emigration of the thirties had an even larger impact on the British art world than the 
outbreak of the French Revolution, an earlier immigration period which had helped build up 
Britain's best Dutch art collections. In publishing, just as in museology, the emigres also 
contributed to British cultural life by using photography and design extensively. 
Thus the emigres legitimised their presence by using their continental experience to 
reinforce areas which British art amateurs had not thought appropriate to develop for the wider 
public. This was inaugurated by emigres who realised that images had not been used to their full 
potential in this country. In Britain, the emigres fostered a new awareness of "visual education" 
as well as "visual communication", as expressed respectively by Herbert Read and Anthony 
Blunt. The situation differed for emigre art historians in America; there Central European art 
4 -Lasko, 'The Courtauld Institute of Art and art history in Britain ' , 115. 
5 -Letter of Francis Haskel Lto Mr. Paterson, University Registrar, 10/7/1966, The Wind Papers, Belsyre Court, 
Oxford : 'It is well within r~e limit of possibility, I imagine, that within the foreseeable future, under myself or 
under some successor, the ~niversity may decide to expand the department and encourage regular undergraduate 
teaching.' 
6 -However, one should point out that things have changed since Martin Kemp was appointed as new Professor 
of history of art in 1995 . Indeed, in June 1995 a new Committee for the history of art consisting of members of 
the Faculty of Modern and Mediaeval Languages, Oriental Studies, Modern History etc, and Keepers of the 
Ashmolean Museum, reconstituted the previous committee and established a sub-committee of the history of art. 
This measure reinstated interdisciplinarity as paramount. See 'University Acts', O-\jord University Gazette, 
(June 1st, 1995): 1216. I~~ 
7 -After the emergence of the New Art History, many articles have tried to qualify art history in relation to 
History. e.g. Alex Potts et al., 'What is Art History?" History Today, (Nov. 1985): 37-47. 
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history managed to adjust itself to existing structures and the emigres developed methods 
. 
conceived on the Continent such as iconography, thus refining their initial concepts and 
specialising further. 8 In Britain, apart from the activities of the Warburg Institute, the absence of 
professional structures prevented such specialisation . Therefore the emigres' efforts were 
scattered, but the many attempts they made in multifarious areas of the art world resulted in the 
popularisation of the study of alt. 
This popularisation, witnessed in didactic exhibitions and publications, is verifiable even 
for art historians who remained very close to their original academic interest, as in the cases of 
Pevsner and Gombrich. As a matter of fact, the influence of the emigres will be mostly 
remembered for its practical aspects and the popularisation of art history it entailed. The 
difference of aims between Gombrich's StOfY of Art and the readers' expectations demonstrates 
this phenomenon.9 Many are those who have read this book or consulted Pevsner's Buildings 
of England. Yet, fewer are the readers who are acquainted with more representative works by the 
Viennese and Leipzig scholars. This shows that, through popularisation, emigre art historians 
built careers and an influence they might never have reached had they remained in their original 
country. 
Paradoxically, if the emigres professionalised the British approach to art, this 
professionalisation was achieved through a popularisation of the methods and techniques they 
impolted rather than by a development of these methods. This was partly due to the strength of 
the British tradition of alt appreciation which could not be changed overnight. Thus, the emigres 
brought a range of approaches to the study and the teaching of art, but this influence did not 
entirely alter the British approach to art. 
In this it is possible to see the positive aspect of emigration in which Vilem Flusser has 
seen a "creative dialogue" with the host country. 10 This dialogue can explain why scholars like 
Stokes could fully co-exist with the emigres; although the common aim of British and emigre 
scholars was to explain art, their priorities differed. The emigres felt an urgent need for a wider 
recognition of art his1flry. This resulted from the need for employment rather than from a 
~"1.'. 
conscious decision on their part. While they imported their methodology, there was still room 
for the sensitive approach of British art historians . This trend found a new impulse when the 
post-modems started to look towards another Continental concept in art analysis, that of art for 
8 -See Michels, 'Transplantierte Kunstwissenschaft ' , p.233. 
9 -See Part II, Chap. I. '$~ 
10 -Vilem Flusser, Van der Freiheif des Migranfen : Einspriiche gegen den Nafianalisll1us, (Berlin: Bensheim, 
1994): 106. 
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art's sake, an approach developed since the nineteenth century by the French. This !pore recent 
influence, from which the New Art History developed, 11 may explain the coexistence of the 
Central European and British traditions in art history to this very day. Thus, because this 
"creative dialogue" existed, one can agree with John Lowden that: 
The scholars who fled Nazi persecution [ ... ] sought by their scholarship to 
repay the welcome they had received, and in the process transformed the 
world of British academe. We have all been beneficiaries.' 12 
11 -The New Art History, ed. by Rees, A.L. & F. Borzello, (London: Camden, 1986). 
12 -John Lowden, 'Obituary: Hugo Buchthal', The Independent Gazette, (19 Nov. 1996): 18. 
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,tlecksc:;her,. W· .:.Jla.fl1bllrg Schlll~ . 
Lf'h()togr.(lP.h.y, .. ~s.p(!cially Victo.rian 
.g(!rfl1aI1 .. Me.c1ia(!y(lI .. b.()o~ .. illufl1iI1(lti()I1 ~, .. ph.()t()graphy ....... :.J>h()t.()gr.aph(!~ .. . 
[)lltch(ll1c1flel11ishllr.t ... ....... .... .................... . . ...... . ........... yaTll)y<.:~, ~r.ll(!g(!ls9(!111~1c1(! 
.L .F'()etry., .. <::: . 1 .9t~ .. a.I14 .. G·2Qth .. (lr.t ... 
,l'sY<: h()l()gyof J>erc:(!pti.()I1 . 
~ Old Masters 
. ~()c1il1! . A~t .. I3()O~ . Pllb.lish.<:~ .. 
Art and Illusion 
.... .. ~~~t; .f~;S;t~~b.y'~ 
Ire(;(!l1to . p ai nt(!.r~ .. . .......... ..... .. ATlcl~(!a. 9r.C:(jgl1.a. .ll 11c1 . N.ar4() . c1iq on.(! .. . 
<:::l6.th . &,<:: : I}t~.plltcha.n4 . fl(!l11ish. pa.in.te~s .... Brueg(!I: .. th(! . Pa.illtil1g ~ 
,.pec()rati\'(! .. a.rts, .. <:: : l?t.h~G ·. I~th .. §lIr()p<:lll1 .. art . 
~ Decorative arts of the Italian Renaissance 
.... , .. $()ciol()gy.()f.art .. 
· ~uI'."i.val()rQa~~ic:;alAI1tiquity . 
: Numerous contributions to art maoazines ~............... .... A ....... 
.• R.(!Tl(j is~al1ce }e\'{(!11ery 
' Th(! ~()<:ial J:Iis.t()ry()fArt 
~ R (!fl1b. ~aI14t ' s J\11.a.t().lTI yL(!s s()Tl 
Heimann, A. ~ Panofsky, Hamburg . .. _ .. _ ..... __ . __ ._. _ .. , ,.. " ___ , , Regular contributor to the Journal of the Warburg and Courtauld Institutes 
1933 
1. ~.lV.J:,':>::n..~ ... ~ . .t<,J ... J:1 . l~J\!:n..Y\'.l~ ." . 1.J.I:wrJ:lI.p'Ji:.AI~:Ii. .J>.I: .. Aq: .. 9J:C .. B..I.I.~,Iw.I>.Ii:AnL .... . 1).t\.1:W.<:OUNTRY ofEMIGRA 
1897 -1 974 ........ L ~ic:~(!l s.dorr~eil:l(!rIl1al1nstadt.'. ;\,lIstri<l:.Hu.l1g11r)', .n.o.\V~i.bius.Rurn.llni ll . 19.37..lJI\ 
.... H .9.9..:... ~ l3.e.rlill,(Je.r!f1a.I1y. ...... ........... ......................• 1933 UK 
: .19.QJ~I9.7?~rfll0:'q~rI:rla.I1y. .............. ....... .. ..... .......... • 19.~5 UK 
• 1885-1969.... ... MllI1ic:~, . q~r.rlla.I1y ........... ... ... ...... ...... .... ....1939.lJI< ,. J9.4~Jta.ly 
1· '·' ·':'·':'"- '::"" ·· • No recor~ ....: N()rec.or.c\ .... ...... ......... . .... . .......... . ) .9.38 UK 
• .L..ii~~(;~, . q~rTT1a.ny 1912-................. 
kI.()~iI1, . l()sep~pa,ll1. ....................... .. .1905- ....................... f>.ra.gu<:,~z~c:~()s.1oya~ia. .. . 
• 1939 UK 
: 1944 UK 
J:I()XLlJ.r~lI.la . .. ............. ...19.09- . .........: L()nd().n, . .EI1gl~nd (~i~I1atioI1al) 
.J:I.()ff..rI1.a,11I1 , . .E<i.it.h... . •.. 1.9.97:... . ..... :. yi~lll1a" . Au~tria . (<:: z<:c:~) .. 
~"...: I9.J()~1.991 \';'!q· . 1?1Iis~lJ.rg , q~r.rI1.a,lly 
• 1887-? .. ...... .... 5.tllt~g(lr.t, .. q<:r.TT1(1.n)' 
1 '~, ~~':. ~6':'.~ ' .. 7.'·. ~:~.'... ........... .... . : .19..J..2- . U'v111.11ich., (Je.rrIl.a,1lY... 
. . ...... 1900-1957 .. yiellll~, .. }\.ll~tIj.a .. 
....:.1~78-1948 ..... Vienna, Austria 
• 1908-1975 ... · yi~llna" .. AlIstri.a, ........... ... ..... .. 
.1.9.1.0.: 
~ 1907-1995 
. Yi<:I1na" .AlIstria, 
• yi~nn(l,Austria 
1902-1940 ...... ..Ya.rI1a"AlJstria.~J:IllI1ga,ry.L.ll()\':IS1.o.yaN.(I 
188 3- 19.§4: ...:.I<att()\':Ii.tz., .. Q<:f..rI1a.ll)"I1()\':I. I<att()\':Ii(;e,)()Iallcj 
• 190 I - <::h<Ir l()ttell~ll% . q~rTT1<II1.)' 
• 1906- JI(I.rI1.~lI.rg, .. q~rJ1:la,Il), .. 
. 1933 UK 
~ 1934 UK 
: 1948 UK 
···.··193S·UK 
U9}?lJl\,)9.4.1.lJS .. 
....;. I9.}~l)I<, 1 .9.4:Q. lJ5. ........... . . 
· 1939 UK 
-..... -..... 
: 1933 UK 
1937 UK 
193811939 UK? 
........ -...... .. ................. . 
: 1938 UK 
: .19}9.lJ.I\, J9.~.9. .VS 
U9.~.9. . lJI<. 
of Man 
~ 
.M~i.e.r, . J:I.a.lln.a • No record No record 
)934:UK, 1967 U5. ... 
~ No record 
... ........... ······· · ················· t ····· 
.M()h.()Iy':.[\J<Igy,~lIci<I .. . ... [\J(). record ... J~ragll~,<::z.~(;h.().sl()\lal<i .a .............. . 
M()~.() ly:I:'J<Igy. , .S.y~iL : 1903-1971 " l?r~Scl<:Il~~()sC:~.\':Iitz., Qe.rrnall), . 
Miinz, Ludwio : 1889- 1957 Vienna, Austria 
...................... _ .. 0 ...... ___ .... _ .... . ... __ . ________ -: _ __________________________________ : _________________________________ _ 
Neurath, WaIter • 1903-1967 Vienna, Austria 
19..3~. f.r<II1.c.e!lJI< , . ?\':Iitz.<:.rI<II1c\ . <Ift~.r 
.................................... : .. I9.}4:[\J<:th.<:r1 a.I1.d.,J9.3:; .l)I<,l/:,, __ ~ ....... f .. . 
19.3.~IJ.K ,J 9.47 Austria 
. 1938 UK 
I· .. ·~· ~ ~··':' : .. ~:· ~an 
~~;~h , · t:r~;I~ ···· ;9~O~ ·1· 976 . ~~~;~;d~·~ , t~~ Netherlands • 1946 UK 
1901- . . .. (J<:.rrna.llL . 
1902-1988 Yi<:lll1a, AlIstria, .. 
1902-1983 <. '-:-eipzig,q~r.TT1(\I1L . 
1882- .'. 5. t . Nic:ola~, B<:lgi u fll .. 
~ 1885-1951 ...... J::rfllrt , q~r.rI1allL 
L.~~.~~~~ : .':' . .,. ... ~ . .,.~ .· ... i, .. Ij.~I~n 
• 1938 UK 
..... 1936 .. IJ.K,)963..Austri.a. 
1933 UK 
. ......... : 1939. . UI< ~,. after\Y.'\YII. B~lgiu.TT1 .... . 
:. 1939.1J.1\, 1939ljS 
~ 1938 UK 
. 1933 UK 
1939 UK 
Isle of Man 
.... Isle of Man ................ 1 
The Contribution oC Ellligre art historians to the British Art World after 1933 
, ..A.:~.! ... I;lI.~:r..Q~.I.A.:NS. [J~I.Y~.llSI!X!~. lJ.I'.IJ:~'y"I.SOR .. ; $Y~.<:::I~.J" .. f.I.~.J,,]) ......................... . . ......... .. ........ ........ j. M.i\IN . Jl99~!i\<::}JyIIX ................. . 
: Restorer 
. l:I~.II ,):{ . ....................... , Q()lcl~<:hllliclt., .. I3.(!rliI~ .......................................... .f{.est()rllti().nt(!<:~Il.iglJ(!s .. '. 
l:I(:rlll.allll , .V'!.: .. .\Yi1h(:1.Ill. I:'illcl(!r.,..I-:,eip:zig •. C. 19th all.cl C~.o.th. Architecture .... LQ()ttKIi(!cl§eIllP(!r 
' .. ~:::: .. i: ... ................ · ..... 1 ~~;~~;:l1~:~i::' •• ~~~e.~a ••..........•.•.•••••....•..•..•• ·l.~:~·~~: ··~(!~:-;;t~ar;~~~~;x:;;t .. lilllll.Y.~iS ... ' q(!()~g(:Q~()~2: Giovanni Battista Passeri 
..... __ ._-_ ............................ __ ... . 
HUbscher-Gans, E: ...... \:Yitt~.()'N.~r, .<::().urtlllJlcl ,)-:'ondon ; No record : No record 
. J-:li 11.ri.c.h ~(!11.' " K.:.... . ........ : .l:Iey' cl.e.T1 r.ei ch., .. l:I.a.1ll bll ~g .. : C.20th art .............................. ...............LGontributor to Thi(!me.:Beck(:.r):,exik()l1 .. . 
1 ~:.i.t~~:P. .. .i.:'~:~.~s.:~~·~i:'~:~~g""""""""'.' ......... . ........... : ~.~~~.~~~~~'F.!.~:::S~~~i~~Q.th .A.lJs.tr.alillTl . ll.rt . . . ......... Ihe .f\rt .. ()r .A.~hu. r.I3()Y..d .... . Wrote three books on Kokoschka .............. ............. ......... . ......... _ ......... __ ............. . 
.. ~~:~~~~: ............. J~~;;l·;~·j~:~.~~;~·:~i~;:· ···········.··.·.·.·.,.~~~;~.(!~itli~;~i.··~.~;t;~it · ~.~~ .~.~~.;;~~;; ....................... .................. ··· ..... :·~:~:~:~it~~:e·~i%;;~e.d:~i~~~~:~~·~~~~·:·.ll(: .. . 
: Art dealer l\lllJ KfI1111l1T1, . .A.: I: .. ....... . l:-fliliC.~, . I:: ~ 11l11g (!11 .. : Italian Decorative arts ...... . ..... _-_ .............•.•.•••.• 
. Ki.t:zi.n.ger, .. 1:::..... .. . ........ !.\:Y iI h(:l.Ill .. pi llcl(!r ..... f\I1.lIllic.h .. .. .. ~llt.(! . ATltiglJ.ity. .llll<:l .. J:3Y2:lillt.ii1(: .ar.t . . !.J:3yzan.t.ill(: .. Art .. i.n ... tht: .. Mll.k.ii1g .............................. . 
.. l\ri.s ..... I:: . .......................... :. 'lJlilJ.s .. 'V()Il . ~.c.hl()sser, . yie.nll.a .. . . .. ~.A. ~t .. lln.cl . p ~() Plig 1l.T1clll, .. psy' <:h()lll1.lil ysi s .. . 
. l\ii~th,J:3. ..: Ma)(p'l()rlll<, . yi~T11111.. ! Textiles, incunabulae 
...... L .F'~y. .c.~()aTllllytic . I::)(pl()~(lti()l1 .. ill .. Art .. 
.; pi(: .pe.u.t~<:h(!n. .. B.i.lclt~ppich(!. cl(:.S .. Mitt(!l.a.It~r~ .... 
~lJrz;,Q: ... • Julius von Schlosser, Vienna : Boloonese and Islamic art Fakes, a Hanbook for collectors and Students : ....... a ......... .......................................................................................... . 
.KlJr:z,J:I:.. : Julius von Schlosser, Vienna • Textiles Collaborated with her husband 
~lln.g,~ : U()s~f.§t~2:y.g()'N.sl<i , Yi(:nllll . M(!<:Iill(!:val.llrt, . J::n.gli~h GJ~th. ll~c:hit(!<:tllre. ....... ...... .. • Collaborated with Pevsner on BOE 
IAllyi,} . . ;Pin.cle(?,[\I[u.n.i.c.h Italian Renaissance ................... :.P.()s.thlllTl.()lJs:The?<:ulptllr(!.()f.P.,()llat(!ll() . 
Landsberoer, F. : Richard Muther, Breslau 
......... ~.................. .... .L .f{eTl(lis~lll1c.(!art , . '(!~i~h. ll~ ......... ....................................... . : A. .l:Iis~()rY . ofJe\.\'i.sh .Art .................................................. . 
.. . '-:-O() ~t: , . <::. . ..................... : AK . J:3 ~i l1c.l<lT1 lii1n,. <::()l () gll t: .. ,.Q(:~lllaTl . [\I[~dia~'Vlil~culp.t.lIr~ . ..,. Art .cri* . ~ef()r(! .. (!llligr(lti()l1 . 
------_ .. 
Mlin.<:I()'N.S~Y, 1::: 
. [\I[(!ie.r, .. l:I. .. . ........ ·.I·.:.:;;~;.;:.; .. · l:IalTl.~~~g ...................... ·.·.··.·.·.·.···.···.·.· ·.·:.·.··.·.·.····'·~~;~~:~t. ~1(l~S.l C..~l .. ~n.tI.~~.lt~ ................................................. : .. : ................... ' ~~~;::~~i~~~ . ~c.()n.()l()gill ..................................................................... . 
. [\I[()~()ly~N .agy.,'-:-· ........ , I3.11~h.llll~,\:Y(!iI1111~!p~sSlllJ ..: .F'h()t.()gra.p.hy . ....... .................. . ...... A. . .I9QX(!Il~s. . ()fy~()t()grllP.hy. .. . 
M()h()ly:~llgY, ... ~ : .: ~eip2:ig(pr.a.lTlll) . . ........ A.~c.h.it(!<:t.lIre ........ ............ . ........................... ~xp(:rilT1(!l1t .. il1 .. Totlllity .. 
Dutch and Flemish art 
-_ ...... __ ._---_ .......... ---
: Hamburo 
. .. ~ ....... __ ._ ..... o ____ _ [\I[ ~.n.2:,,-:-. 
.N~urll.th , .. \:Y: ... .. !,s,tudies Unfinished, Vienna ! No record 
... :.R(:.I11~r(lll.clt~. S . l::tchin.gs, .. R.elT1b.rlll1.d.(.s .. p .r(l\V.illgs .. 
......................... A..rtpu~li~h~.r 
N..()Il<:.h,.A . .:.Amsterdam 
y.() l1 .. .F'llpe,C: . • No record ..................... . 
Pacht O. : Julius von Schlosser, Vienna 
~ ........ -.-------.-- ..... -......... -.•........ -....... . 
.. I'(!:vsn.(!~,N : . . .. : ~ilh.(!IlT1 . I'in.cl~r, . ~eip2:ig ... 
YllllPlJY'It:.1de, .'-:-... , ~lJ.cl'N.iK<::urtilJs , . I::rlaTlg(:l1 .. 
RllPP, ~: .: '-:-lIcl\V.ig<::lI~iu.s,l::rlai1g(!ll . . 
,Ring, .<:J: ........... ·. \:YCilftlii1 .. MlIl1.i<:h .. 
.R() s.(!llau~.Gli~i,l-I : . LPllll.()fs.ky',Hlilll~lIrg 
• Du.tc:hlirt(llld arc.hi~ecture 
No record 
........ __ .. .... . 
. P.,(!()lJd.(!~erk te Amsterdam 
: No record 
~llt(! . f\I1(!diaeYlll .llrt, .lT1(!th()cl()l()gy' ............................. .................. :.Ih(!Mlist(!~ .()K . [\I[llry. .. ()f .l3.lI~glJTlclY. ............................................................... j 
Architecture : The Buildinos of Enoland 
. __ ........... __ ... _ _ __ ..... ~ ........ _ ... ____ . __ ...... e. ......... _ .. _.o __ ._ .. ____ .. . 
Italian, Dutch and Flemish art :. pi~ec.t().r.()( . th(! . .f{o.y. (ll .MlJ.st:.u.lll.s.()f.J:3(!lgi.u.Ill ..... . 
.:. Th(!llt~i<:a.I .. s(!ttil1gs., .. <::: . 19~h .. llrt .................................................... :. I:I()n.()r~ .Pllulll.i(!r, . '-:-ith.()g~liph(!r . 
• F:reTl<:h,F.:I(!r.TJi~hall<:l put<:h. ll~t ............... .........:.A.<::(:l1.tlJ.ry.()rfr(!l1chPailltinK.I.4:QO'~l~QO' 
l A.rchit(!<:tllre , J~\.\'ish . llrt ... . .........................:Ih(!Jcl(!IlL<::ity ........ ....... . 
Rosenberg, R. • Wilhelm Pinder, LeiRzig • French and Flemish C.17th art • Book designer 
... Jf.M!.gR~ ... A~:r .. I.IWr..Q~.I.r\,N$ i. :B..I.~:rI:l!P~.-\TI.IJ .I'.J"A.Gli: .. .QJ!' .. B..I.~:I.'.I¥..Pli:A.!I.I ............................. . DA!.E/<::<>'lJNTRY()fEMI~.~.1:l91'< ... ~: Il'l.1'¥-~.l'lM¥-. .l'l:I.' ............................................................... . 
. 1933 UK Saxl ..... Fritz .... ................. "lWO~ 1948 jYie.l1Tl£l, Allstri.£l 
..... .. __ ........... __ ._-_. __ ............. -. -_ ....•..•.....•..•..... 
. ~.c.e.y;e~' ~fl1.st • 1900-1?~e.~I11ll ..  Qe.f!I1a(1)'LTl()'N.y.rr().cla'N.,J)()laTlcl .. .• 1935 UK,1935 US ................ . 
~(;i1a.pi.r;e' . ~()~ll .................• lP<l~I.9.5.4 :)3r()cly., . Qe.r~1l!1Y.. . ~()I.<lJ1c1 .. . .•. 19.39 .. I}K.. . ............... . 
~(;i1.aJli.r() ..  I::.fifll ........... ......• 1~99~19n ... yilJ111,.I~ll.ssia , J1()\\I .. L.-ithlllll1i£l .........jJ.9~3. .. I3(!~liTl, 1.93.8 F.rlln<:e.,)9.4QlJK .. ) sle of Man 
~c~llr.f, .Alfrecl 199.o.~ .. 1.965 •. ~.~l1is~(!~g , . 1?().~;efllill .... .<t.h.e.l1).Q(!rfll<lrly. .. . • 1933 UK 
~(;i1.<lrf,- F.e.licie. ............. • 190 1- .....B..e.rlil1., CJ(!~rna.ny. ..... ............. ... .. ........ . 1933 I}K ......... . . . 
. ~(;i1il1il1g!.I::clflllll1c1 .............. .. 1~ .8.8~ .19.7 4 ... r-l(!ll\Vi(!cI£lfll~l1(!iJ1 '- Qe.r.flllll1Y.. 193!1}I< ................... . 
~.<:~illil1g , ~().sY ......... • No record .....i 9.e.rfll£ll1Y..L ... __ ......... _----_ .... . 193.7. IJ..K .... 
SC.~ll~£lr.t , .I:lllns • 1904-1968 ... ..... J:i.()l1g~()J1gJQ(!~fll<lJ1) : earlYI93..o.'s ......................... . 
~(;i111~llrt,.J:lerta . ~ .. . i 1~9~~19.7? >·~L Mlll1i <:I1, .Qe.rfllllIlL . . ... ............ . .... 1933..~P£liTl, 19.3} .. F.rllll<:e.,..193.7lJ.K .. • 
~ 
§(!ga:lI , .B.er.t<l . d 9.o.2~19.79 . ....... Kir(;l1enja~J1,. y.re.ste.~J1 . P[lls~i.a , (the.l1J. Qerflla.TlLl.9..33 .. lJK ...................: ...................................... . 
~e.ile.rIl. , . A.J1t()ille ..................... • 1.9.01- 1978 
~te.il1lJerg, . ~igrrie.clI:L. . ............... • 1899-1969 
~trlllls~, [\I(llrtiJ1l:1 : .. • 1906-
.:. r;ng I ()'J1c1 .. (~i~.J1£lti()Il<l1 I .. 
.• CJ()s~1 ar, . Qerfllllll)' .... 
...• Yv'~rzburg, . Qe.r~£lnY . 
1939 UK 
........ -........ ... . 
• 1936 UK 
1939 UK 
.......... . ......... .. ........ -........ . 
Yv'.a.riJu.rg,}v1<llt ............ .......... : .1.9.92- .............LHarn.b.llrg,.CJ(!rfllllny.. ...... ................ ............ ... 19<l91J..K 
.Yv'eil , I:':~J1st ............... No record9.er~£lny} ..... . 193..3 . IJ..K ...................... . 
·· :::~::· -;:i~:·~~~s .. . .. ·· .. ················I·;i:. .~. ~ .. : .. :;.~.. . ..•. :.~::!::!: ~~~:::~... . ........................................... 1. : .:'~: ~~ .. 
• Australia 
• Canada 
· !sle of Man 
. "'YiJ1c1,I::clg(i[ ... 
. vv..it.t~().\\I(!r., .. ~llcl.olf .. 
1900-1971 Berlin, Germany • 1933 UK, 1940 US, 1955 UK . i901· ~·.·; ·97· i· ............ ··~~·;i·i·.~., Q;;~.~~;· (lJ.i~.J111~i()Tl£lI) ..................................... 1.9.33.·0 ·K,i9..5.·~0~ .······· ... · ..... ·.. ......................... ..................................... .. .................... ····················1 
. vv..it.t~()V/.er, .. .Ma.rg()t ... 
y.rittlill.~f'r.i.schau.e.~, NJ11(). .... 
y.r~st(!l1.'. I::rJ1st 
. Zarl1ec~i , . 9..e.()r.g(! ... 
1.9Q*.~.l.9.9 5 ..........•. B..e.r.lill .. . CJ(!~fll<lJ1y. .................................... . .1.9.3}IJ..K,.J9.59 . .lJ..S 
. 1. ~.99.~.. . ....... L~e.~~erg,A.ll~tr.ill~l:IllJ1gary.(P()li.stl) ............................ 193.7. IJ.K ...................................................... ... . 
i r-l() .. re.(;().rcl. ... .9.e.r~£ll1Y..L 1.93.9. .. IJ..K,}9~.6. . 9.P~... . ............... . 
• 1915- ~t.<lrll . .9s.()tll,IJ.l<r<lil1e(J>()lishL • 1943 UK .!Il.t(!rJ1(!cI . iTl .. il . ~Pll.Tli ~i1 . (;().J1<:el1trati()J1<:<lfllP .. 
.. . . ... ............•••••• .... .... ........... ......... . .... ............... ..........•.• ~ 
[AIi.T.:. i!Y.~:r..()~J~N.$ .. l!N.I.y.f:~s.rr.x!~y..J>.Ji:~.yIS.Q.R. .S.J>.Ji:~.Ii\.L .. F..IE~J:). 
?a)(l, f : 
?ce.yer, .. ~ .. ... . 
Max Dyorak. Vienna 
.- ............ __ ..... .. ........ . .... __ . __ . 
, SurYi"1l1 <:>f<::lassiC:ClI Antiquity . 
L~.ultu~al .. his.t()ry,p.e.c().rClti,,<: art~ .. 
··ll l\IlMN .. .IJ9Q.K!A~nYP:')1 ........ . ......... . 
.. D~rers . MeIClTl<:olia(\\iith . l'aTl()fs~y2. ......... . 
.. 5.chle.si~c:h<: Mal.e.rei .. cle~J,3.ie.d<:~I11e.i<:fZe.it . 
. S<:hapir<:,B-: . 
5.<:hapir(), ~.: 
A,g· J,3rin<:kI11a.[lI1,. <::()l.()gne. 
l:Ie.nry . n()cit:, . l:Ieicit:I~<:rg .... 
: Wiirzbura 
.. ': .... . .......... 0: .. 
:' Cit:rJ11C1i1~xPfe.ssi()[li1 i.sI11 ..... ......... .... ..... ..... ... ..........r <:::()Tltfi blltor 
' :Mir.Is.~lJsst,,1l ,, <:::J~th~c:,l9th~ussi Cli1pai11t<:rs Art collector 
Schaff, .A. · .. 
Scharf, F. 
[s.~~·ii·ii .~~, · E. 
: .1:I1l11s . J Cli1tZ,e.i1, . fr(!.i~lJrg ................... : Qu llttf()c.e.nto . pai.n.ti[lgs .. . 
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Sit Frednic Kmyon, co . a.I ., p.a.A. 
J. M . KCTnc3, Esq .• c .• .. P.ILA . 
Dr. A. D . linduy. c .•.•• 
Pro(asor J. W . Machil . O . W • • WoA. , r .• ..A. 
Dr. AlktI Maw~r . W.A., p.a.A. 
Professor Gilbert MUlfay. P •• • A. 
Sir Willia.m PoPC. I(.a .• .• , .• . s. 
Sir Robcrt S. R.a it. c. a .• .• WoA. 
The Lord Ra.yki..:h . , .... s. 
Sir Chula Gnnt Robntsoo. c .y .o . 
Prolcuot RoIKrt Robinson. P • • • S. 
1ne Lord Rutherford 01 NlI1hoa , D. W .• r •• • s . 
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CLARE MARKET, 
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Tll.1C lAWS : 
AssrnAC. E .U"'J.AND. LONDON. 
l\!.trcb. 1936. 
The Academic Assistance Council was formed in May, 1933, 
to assist scholars and scientists who, on grounds of religion, race 
or opinion, were uoable to continue their work in their own country. 
Its services have been "needed chiefly to help the 1,300 University 
teachers displaced in Germany, but it has also assisted refugee 
scholars from Russia , Portugal and other countries. 
In co-operation 'with other organisations, the Council has 
assisted in permarrently re-establishing 363 of the 700 displaced 
scholar~ who left Genna.ay. A further 324 are still being 
temporarily maintained in Universities and learned institutions 
while seeking more pennanent positions. The Council has directly 
received over £46,000 in donations which, with the exception of 
the small amount used for paying fares of displaced scholars to 
"positions overseas, administrative expenses and other incidental 
purposes, have been employed in subsidising research by our 
refugee guests. The Council, as the international centre for this 
work, has built up a place-finding organisation and information 
service which are proving of increasing usefulness_ 
The Council hoped that its work might be required for only 
a temporary period, but is now convinced that there is need for 
a permanent body to assist scholars who are victims of political 
2nd religious persecutions. The devastation of the German 
Universities still continues; not only University teachers of Jewish 
descent, but many others who are regarded as .. politically un-
reliable" are being prevented from making their contribution to 
the common cause of scholarship. 
The Council has decided to establish as its permanent 
successor a Society for the Protection of Science and Learning, 
which will continue the Council's various forms of assistance to 
scholars of any · country who, on grounds of religion, race or 
1. Circular announcing the formation of the AAC, 1936 
I.$~ 
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The Academic Assistance Council, 
Burlington House, 
W.l. 
Dear Sirs, 
Traca1sar Square, 
W.C.2. 
8th )lay 1934 
Dr. Antal is a student of the history of art and culture 
''.'':~''' ' 
to whose work I attach the greatest importance. His book on 
the social and economic condition of Florence in its relation 
to Florentine art of the fifteenth centuy, which I have read in 
manuscript, seems to me one of the most valuable contributio05 
to our knowledge of cultural history which have been written for 
many years. I hope that it will be translated and appear in English 
as I believe that it could be made the foundation of many other stud-
ies with the same direction. Dr. Antal's approach to the SUbj9Ct is 
peculiarly valuable since for the last twenty-five years art histor-
ians have tended to concentrate more and more on questions of detail 
and attr1btu1on, and his attempt to put the subject on to a broader 
and more humanistic basis comes at the moment when the dominant s'cho 
r 
of connoisse~hip is practically exhausted. In my field I do not 
know of any way in ~hIh the Academic Assistance Council could do a 
greater service t o clllture than by helping Dr.Antal. He is lectur-
ing at the Courtauld Institute of Art, where I believe that his 
approach to the subject will be of great vine as it proceeds from a 
wider knowledge of the conditions under wbich works of art are pro-
duced than any other scholar known to me ~, ossesses. 
Yours fa1 thfully, 
KBNt1""ET H CLARK 
..... , - : " ... .. . -
.• \ B~'dl~ian Libi:~t:y- .. '·; - \ 
THE. 
BURlINGTON MAGAZINE 
LlMITE.D 
TclcCn.phlc Addru'l.: .. (V..~K)I\A. PICCY. LONDON " 
Telephone No. WHITEHALL ~9"" 04095. 
13ank CJ3uilaingS. 
j6~ SI: ~rnes's Sf reef 
lUI 8u~ "I'I<s ~ CommtJ",;ctllio "'~ 
,"V3' b4 "ddrr3srd to 
- THe MAMAGE.P.: 
~ 9 API1.1935 
1~".~$1~J 
..London. sW! 
.1 .la r :- i J. , 19,3 2. 
c. 1:. 3ka ~~er . J:'E'::'. t 
'rhe ~ c e.i;J [l! ic ';'~.:.ist s.n ~e (! ,)X"'~~ il, 
Burlii'_::ton Eou::oe , ';i. 1. 
De;).!" Sir, 
Yeu ~ rote to ~e SO~l a ~ina UfO s3k i n~ ~e ':e !' e 
recolllJ!,endation to sub::lit to the c:unegie ..;orporsti or. on 
behalf of Dr. ?rie~rich ~n~al. 1 10 ~o t ~~a~ ~ha~ h~3 bd~n 
the result of that application. but no~ that thar ~ is a possi-
bility of certain fello':1ships b ein~ aatablishs.l. in :!:n;51and., 
I hope it ~ill be possible to consid.er Dr. L~ tal's n~e aa 
a c~idate for one of them. tie is ;nost 9.lUious :0 stay i!l 
!: 'r;.6land, ",hich is much more cunvenient for 
' aLl '.vo'.l.li ll;ce ulti!lla"el~' to be a bso rbe! in 
his researches, 
,;he 3n,','11s[. 
acaier;:i ::J wo rld.. I fully realize ttat this is the anb i tion 
of many exiled scholars, and 1 :::s..-.: onl~: repe,s.t :h9.";, i n :::; 
0 ,' 1nion, Dr • .d..~tal' s ~ork le of :: :.l ite ex~e9tional l ::lco "!"t "':. ~.~e. 
no t only within tbil sphere of art- scho l,a rilhip, but in (;0[;; -
pari30n with other s pheres of l aar ~ ing. 
Yours tr-uly, 
C.';'-i""t-i I' '---I. ~u~ 
LJcpa r { lI lC lI{ (~J ~ . , DIOII 11 1i1"" .' (/1!' ,.' 
Bodleial1 Library 
i<' 
3. Telegram referring t6' Ernst Kitzinger's activities in Intelligence after his internment 
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4. Otto Benesch, 1939 
5. WiIIiam Colm, 1955 
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6. Arnold Hauser, c. L 918 
;.fJ,~ 7. Arno ld Hauser, L972 
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8. Yvonne Hackenbroch 
252 
.' 
'. . ........ 
19. Grete Ring with Alfred Flechtheim 
253 
10. Sitting: Kurt Weitzmann and Ernst Kitzinger, 
Standing: lean Porcher, Otto Demus, lames Stubblebine and "ugo Buchthal at a Dumbarton 
Oaks Symposium on some aspects of Byzantine influence on the Latin countries, 1965 
11. Weitzmann, Nordenfalk and Otto Pacht (right) at an excursion near Stockholm, 1958 
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/ 
I 
12. Emst Kris photographed by E.H. Gombrich, 1951 
13. Ernst Hans Gombrich, 1996 
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14. Excursion of the Art Historical Seminar in Berlin to Copenhagen, 1927 
Seated, far right: Ruth Rosenberg 
r-
I 
I 
I j 
15. Arno ld Noach. Amsterdam, 1930s 
256 
16. Otto Kurz, 1975 
Edgar Wind in the lardins du Palais Royal, Paris, 1960 
257 
18. Saxl on holiday in the Austrian Alps 
258 
19. RudolfW il1kower, 1960s 
20. Margol Wittkower, 19 19 
259 
\ . 
21. Nikolaus Pevsner by Hans Schwarz, 1969 
260 
22. Aby Warb urg, 1925 
23. Mnemosyne, p l a t~~: Macrocosm and microcosm 
26 1 
r 
24. The 'Roofing' the Warburg Library, Hamburg. 
On the balcony Warburg (right) and Sax! (left) 
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Die kulturhistorische 
Bibliothek Warburg 
Profe~30r Aby Wllrburg s. A. 
E illl.! l.!i ll z ignri ig l.! Einridllu)lg, die k IIltlll'histol'iselle Bibl iolhek 
\Vnl'blll'g ill Humhurg, win} in 
diescn Tugcn Deutsdllund verlussen 
ulld IIIH.h Loud~n iib l:!l's ie cl e ln. 
Weldle Br:c1clIllIllg c1iesc Bihliolhek 
besilzt, sdli ld el'll wir in einem nlls-
flihrlidlCn Ad ikel, del' im I-Inupl-
hInt! del' yorliegenclen Ausgnbe 
des "Tsrne lili scll c n F'nmilicllhlnttes" 
ersdle inl. U nse re Bilder zeige n die 
HHbildliclle AlIsstnitulIg des Bib-
li otheksgcbiillcles in TTnmllllrg, den 
g-crii umi gf'll Lescsnnl (unten), unci 
I'edtls nn uer Seite ei nige Hiiume 
des ledlllisdlen Belriebes. Dus 
ohcre dicsel' drei Bilcler fiihrt in 
einps deI' vOl'ziig lidl geord ncten 
~lugH7oine , uuf ueUl mitllel'l.!1l sie ht 
lllnn die H()hrpostanlnge unu dns 
Fiirrlf'l'buud 70ur Rrfiil'dprllllg rI ]' 
13iidwr nu s den I'Illlgll7oill('n 7.11111 
Lpsesuul , ulld unlr-n die uelll lIeu-
esten Stulldl' del' T'dlTlik Cld -
sprr:dH'nrl('n Ap(lurll! lIl'Cn 70 111' 
JT('l' s tcllullg Yon He}1l'oduktioll('n , 
die tillS dl'lll wert\'()llen BL' -
wird von Hamburg 
nach London verlegt. 
DllS bisherige Hcim dp.r THl>lioihek in Hllmburg 
stulldc del' Bibliuthl'h. h ii un g VO Il wissell-
sdlUf llidlCll Instu llwn n us nller 'Welt 
YCl' lnngt \\·crdcn. - Die Bibliothck wirrl 
\'ol' liillfi g fiil' tirci Jnlne ill Lo ndon untcr-
gebrndd wCl'(i<'n. Oh sil' elallll wieticr !ladl 
\)(' 11 tsdlla nd 7.1II'lidd,eh I'CIl wi I'd, ist bisher 
111lt:h nidI! bcstimmt \\·ordcll. 
R lide ill den Lp..~p.saa l 
25, Article from the Hamburger Familienblan, 1933 
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27. Opening of the second Art exhibition at the Hutchinson Camp, 
organised by Klaus Hinrichsen, 19 November 1940 
E P LOG U E 
by r .CH. 
The exhibit-ion )n the ~a./I 
Was sf r~acl i:j 0 ver eve J Wa 11 
And IHI i r. t i Ylj S 1 d r d "I I~ S 0.. VI d t1, L I'Y1 0 re. 
IJerQ h~~I'j -FrOr>1 fhctop to f l oor. 
T1e. 'rY\J£~(>J d lad jot lif-\ed: 
How' vntJ.nj peupit ~ e, r art' jl++e.Jj 
(ne cri tic [OI1f\d (A.. ple.nty , 
Well J I' -1+crJ -f~Y P lJih1 tweY\,Y). 
28. Stencil print by Hinrichsen about the second art exhibition 
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r 
Chart compiled from a letter ofEdgar Wind to the General Board, 16/2/1958: 
Early Christian and Byzantine Art 
Medieval Art 
Architecture 
Sculpture 
Italian Renaissance 
Northern Renaissance 
French Art, 17th to 19th century 
British Art, 16th to 19th century 
Additional subjects 
Dr Gervase Mathew (President, Balliol College) 
Mr Thomas Boase (Magdalene College) 
Mr Walter Oakeshott (Rector, Lincoln "College) 
Dr Otto Pacht, Dr Wiliam Pantin (both from Oriel) 
Dr Christopher Woodforde (New College) 
Mr Howard Colvin (St John's) 
DrPantin 
Mr Stone (W adham College) 
Mr John Hale (Jesus) 
Prof. Wind (Trinity) 
Mr Ian McFarlane (Magdalene) 
DrPacht 
Mr John Armstrong (Hertford) 
Prof. Jacob (All Souls) 
Prof. Seznec (All Souls) 
MrBoase 
Mr McFarlane . 
Dr Stone 
Prof. Wind 
Prof. Wind 
DrPacht 
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A STUDENT'S GUIDE TO THE HISTORY OF ART: 
Dr Wind's project for art-historical training at the Courtauld, January 19371 
I-METHODS OF ART HISTORICAL STUDY: 
Introduction: scepticism of connoisseurs towards aesthetics (Friedlaender) 
1 )Survey of the history of aesthetics to Reynolds and Winckelmann 
2)the nineteenth century and mt criticism (Ruskin, Taine, Zola and the new attitude towards art and art 
history. 
3)towards a terminology and classification of forms (Berenson, Riegl, Wolfflin, Focillon) 
4)Art as expression of age or race (Worringer, Strzygowski) 
5)Reaction against isolation, cultural background (W m'burg, Dvorak, Read) 
6)Psychological methods (Verworn, "Gestalt" psychology, psycho-analysis, problem of Eidetics) 
7)The problem of aesthetic values (B.Croce and his followers, Roger Fly) 
Il-BIBLIOGRAPHICAL GUIDE TO ART HISTORY: 
1 )Bibliographies 
2)Encyclopaedias, glossaries etc 
3 )Totographies, catalogues 
4 )Art histories, general, countries, epochs 
5)Special problems. 
Ill-ARTISTIC PROCESS 
1)The commission (the contract and its teIms, employer's influence, mtist's position) 
2)Work not commissioned (Exhibitions, art dealing) 
3)Architecture (the architect's sketchbook, designs, plan elevations, front elevations, models, 
"Bauhtitte") 
4)Sculpture (sculpture drawings, models, wax, clay, different stones, wood, colouring, casting, guild 
If. 
organisation) ~~" 
5)Painting (Drawing and its function, composition drawing, study from the model, free study, 
preparing a picture, "cartoon", ground material, wood, canvas, parchment), Colour material, oil, 
tempera, fresco, miniature, laying on, varnish. 
6)Graphics (engraving, etawng, woodcut, mezzotinto, wood engraving, lithography) 
7)The technique of illustration (Photography, heliogravure etc) 
1 -Warburg Institute Archives, Box 2.14, 1937-38: 'Courtauld Institute' . 
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IV -HISTORICAL ANALYSIS OF WORKS OF ART 
l)Condition and restoration (mutilation, repainting, disintegration, protection of monuments, scientific 
methods, X-Rays, ultraviolet rays) help from old copies, engravings, descriptions, analogies 
2)Attribution and dating; auxiliary clues (costumes, forms of letters, ornaments, seals, armours, coats 
of arms; borrowing from other works of art. .. ) Characteristics of style (Morellian methods and 
opponents, style, problem of generation, the artist's circle, studio, place in the oeuvre) 
V -ICONOGRAPHICAL INTERPRET A TION 
l)Non-litermy (Gestures, mimic, movement) 
2)Comparison of types (Reynach's Corpus etc.) 
3)Different subjects and categories (cult images, religious cycles, biblical scenes, apocryphal sources, 
visions, hymns, impOltance of the theater, typology, individual interpretations, religious symbolism) 
4)Allegory and its sources (Mediaeval: Prudentius, Marcianus, Capella etc. Renaissance; Ripa, the 
emblematics and hieroglyphics, programmes) 
5)Mythology (Astrology and mythography, Boccaccio, Ovid as principal sources, the humanists) 
6)Literature (The epic cycles, illustration etc.) 
7)the genre (Calendmy cycles, court life etc.) 
8)Scientific illustration (Voyages, anatomy, physiognomies etc.) 
9)POltraits 
VI-LITERARY SOURCES OF ART HISTORY AND THEIR CRITICISM: 
l)indications on the monument (Inscriptions, signatures, owners, monograms, chronograms, epigrams, 
dedications, tituli) 
2)Documents (Contracts, receipts, correspondence, ricordi, tax declm'ations, guild books) 
3)GeneralliteralY sources (Poets, chronicles, historians) 
4)Literature dealing with mt (Vitae, mt theOlY, guide books) 
5)The identity of the mortbment (Inventaries, catalogues, collector's mm'ks, old engravings). 
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